Wolf Warrior II: China’s Rising or Rejuvenation? by Wang, Qian
Lake Forest College
Lake Forest College Publications
Master's Theses Student Publications
4-27-2018
Wolf Warrior II: China’s Rising or Rejuvenation?
Qian Wang
Lake Forest College, wangq@lakeforest.edu
Follow this and additional works at: https://publications.lakeforest.edu/masters_theses
Part of the Asian History Commons, and the Film and Media Studies Commons
This Thesis is brought to you for free and open access by the Student Publications at Lake Forest College Publications. It has been accepted for
inclusion in Master's Theses by an authorized administrator of Lake Forest College Publications. For more information, please contact
levinson@lakeforest.edu.
Recommended Citation
Wang, Qian, "Wolf Warrior II: China’s Rising or Rejuvenation?" (2018). Master's Theses.
Wolf Warrior II: China’s Rising or Rejuvenation?
Abstract
In 2017, a Chinese military-themed action film called Wolf Warrior II has collected a total box office of
US$874 million in mainland China. The film received common praises for its virtual effects, action sequences
and patriotic theme. However, its patriotism is built on an image of a powerful China with racists assumptions
and logical details. This thesis examines Wolf Warrior II, explores the reason behind its unexpected success,
and analyzes its interpretations of Chinese mentality and China’s international status in the world today.
Degree Type
Thesis
Degree Name
Master of Liberal Studies (MLS)
First Advisor
Janet McCracken
Second Advisor
David Boden
Third Advisor
Shiwei Chen
Subject Categories
Asian History | Film and Media Studies
This thesis is available at Lake Forest College Publications: https://publications.lakeforest.edu/masters_theses/2
Lake Forest College Archives
Your thesis will be deposited in the Lake Forest College Archives and the College’s online digital
repository, Lake Forest College Publications. This agreement grants Lake Forest College the non-exclusive
right to distribute your thesis to researchers and over the Internet and make it part of the Lake Forest
College Publications site. You warrant:
• that you have the full power and authority to make this agreement;
• that you retain literary property rights (the copyright) to your work. Current U.S. law stipulates that
you will retain these rights for your lifetime plus 70 years, at which point your thesis will enter
common domain;
• that for as long you as you retain literary property rights, no one may sell your thesis without your
permission;
• that the College will catalog, preserve, and provide access to your thesis;
• that the thesis does not infringe any copyright, nor violate any proprietary rights, nor contain any
libelous matter, nor invade the privacy of any person or third party;
• If you request that your thesis be placed under embargo, approval from your thesis chairperson is
required.
By signing below, you indicate that you have read, understand, and agree to the statements above.
Printed Name: Qian Wang
Thesis Title: Wolf Warrior II: China’s Rising or Rejuvenation?
This thesis is available at Lake Forest College Publications: https://publications.lakeforest.edu/masters_theses/2
 
 
 
 
 
 
 
 
 
LAKE FOREST COLLEGE 
GRADUATE PROGRAM IN LIBERAL STUDIES 
 
 
 Final Project 
 
 
 
Wolf Warrior II: China’s Rising or Rejuvenation? 
 
 
 by 
 
 
 
 Qian Wang 
 
 
 April 27, 2018  
 
 
 
Submitted in partial fulfillment of the requirements 
for the degree of Master of Liberal Studies 
 
 
 
 _______________________  _______________________ 
 Michael T. Orr   Janet McCracken, Chairperson 
 Krebs Provost and Dean of the Faculty 
          
     _______________________ 
     David Boden 
      
     _______________________  
     Shiwei Chen 
 
      
  
         
  
ABSTRACT 
In 2017, a Chinese military-themed action film called Wolf Warrior II has collected a 
total box office of US$874 million in mainland China. The film received common praises 
for its virtual effects, action sequences and patriotic theme. However, its patriotism is 
built on an image of a powerful China with racists assumptions and logical details. This 
thesis examines Wolf Warrior II, explores the reason behind its unexpected success, and 
analyzes its interpretations of Chinese mentality and China’s international status in the 
world today. 
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 1 
Introduction 
On January 24, 2018, only two days after Tokyo was hit by the heaviest snow 
since 2014, the unexpected weather turned a delayed flight into an uncanny circumstance. 
Due to the similar snowing weather in Shanghai, 175 Chinese passengers who were 
traveling to Shanghai from Tokyo were stuck at Narita International Airport.   
The flight in question belonged to a low-cost airline called Jetstar Airways. The 
original fight to Shanghai was scheduled to depart at 9:45 pm on Wednesday night, 
however it was delayed for more than 24 hours and left the Chinese passengers stranded 
at the airport for all that time. Meanwhile, five Japanese passengers were taken away by 
airline staff and returned their homes. Some Chinese passengers claimed that they were 
treated unequally by the airline staff, staying at the airport overnight without any food, 
drink or other arrangements.   
A few hours into Thursday morning, the situation heated up.  After a Chinese 
passenger was stopped from going to a vending machine on the second floor in the 
departure area, the Chinese passengers and the airline staff got into an argument, and the 
conflict became physical. Minutes later, Japanese police officers arrived but this only 
resulted in a more critical confrontation. When a Chinese passenger was arrested, the rest 
of them started to sing the Chinese national anthem together, to express their complaint at 
being treated unequally to the Japanese.  
This incident was not the first-time that Chinese passengers acted unreasonably 
and aggressively in a foreign country. Last year, a group of Chinese tourists chose to vent 
their anger and impatience in response to a delayed flight at Bangkok airport; they broke 
out into singing and screaming the Chinese national anthem. Before that, an attendant 
from Asia Air was scalded with hot water and noodles after she turned down an unruly 
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Chinese passenger’s request to sit next to her boyfriend. Her boyfriend even threatened 
that he would blow up the plane. These farces illustrated two recent phenomena. First, 
uncivil behavior travels with Chinese tourists. Second, when Chinese are snubbed in 
foreign countries, they overreact.  
With China’s economic growth and the Chinese currency rising, Chinese have 
traveled extensively in recent years. The chart below shows that China remains the 
world’s top tourism spender in recent years. With a twelve percent increase in spending, 
China continued to lead international outbound tourism in 2017. Although Chinese 
tourists are carrying economic benefits with them, they also bring uncivil behavior and 
cause many problems in foreign countries. The Chinese film industry may have triggered 
the popularity of traveling abroad. Since a low-budget film called Lost in Thailand (2012) 
created a box office explosion, more and more Chinese movies and TV shows are filmed 
abroad in order to match Chinese audiences’ growing enthusiasm for foreign travel. 
 
Diagram 1: World’s Top Tourism Spenders, 2016. (Source: https://news.gtp.gr/2017/04/18/unwto-china-
worlds-top-tourism-spender) 
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There is even a popular slogan in the film industry: “shoot abroad, make more money” 
(外国产片取景潜规则：为大卖，去海外)1 
With a budget of US$4.6 million, Lost in Thailand achieved a total box office of 
US$208 million. Following the success of Lost in Thailand, with a budget of US$5 million, 
Finding Mr. Right, also known as Beijing Meets Seattle (2013) collected a box office of 
US$84.4 million. American dreams in China (2013) achieved a box office of US$87.6 
million. In 2014, twelve movies were shot in foreign countries, including the US, 
Singapore, France, Thailand, Dubai and the Maldives. In reality, the number of Chinese 
tourists increased after the release of Lost in Thailand. In 2013, the prime minister of 
Thailand met Xu, the director, and expressed her gratitude. 
However, taking a close look, it is not difficult to tell these China-made movies 
are only remaking Hollywood films. Lost in Thailand is about Xu (Xu Zheng), a scientist 
and a rival businessman Gao (Huang Bo) fighting over a revolutionary invention called 
“Supergas” which is a chemical that enhances fossil fuels. By adding a few drops of 
“Supergas” to a quarter cup of oil, the oil expands to fill its container.  Xu is in Thailand 
to find an important person who potentially can help him prevent Gao from selling this 
invention to some French. But all Xu knows about this person is that he is staying in a 
Buddhist temple, and there are thousands of such temples in Thailand. Furthermore, Xu’s 
trip is interrupted by Wang bao (Wang baoqiang), a Thai kickboxer who carries a photo Fan 
Bingbing, a Chinese super star, and claims that she is his “wife”. Although Xu cannot wait to 
get rid of Wang, circumstances and self-interest conspire to make him to keep Wang as a 
travel partner. With similar comedy plot and characters, it is a re-creation of Planes, Trains 
                                                
1 Author translation.  
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and Automobile (1987).  Finding Mr. Right tells a romantic story between Wen Jiajia 
(Tang Wei) and Frank (Wu Xiubo). Wen is a pregnant mistress of a businessman from 
Beijing, who came to Seattle to give birth so that her child will become an  
Still 1: Wen runs into Frank with her two-year-old son, Finding Mr. Right (2013). 
Source:  https://movie.douban.com/subject/10574468/ 
Still 2: Official poster from American dreams in China (2013). 
Source: https://movie.douban.com/subject/11529526/ 
 
American citizen. Slowly, she falls in love with Frank, who is a divorced taxi driver with 
a young daughter. With a similar ending to that of Sleepless in Seattle (1993), Wen runs 
into Frank at the top of the Empire State building two years later. As for American 
dreams in China, the film begins in the late 1980s, and reveals a story about three 
Chinese young men’s successfully building an English language school and with their 
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help, more Chinese students are able to study abroad and eventually achieve their 
American dreams. Yet, this film is also called the Chinese version of The Social Network 
(2010).  
 Unlike demoncratic countries, China is still an isolated society with strong 
government regulation in culture and politics. For ordinary people, movies and TV shows 
are more than just entertainments, they are windows through which to observe and 
experience the world. Like China itself, Chinese people catapulted from near-isolation to 
embracing the outside world. That is part of the reason why places that have appeared in 
the big screen have become hot tourist attractions for the Chinese. However, what cannot 
be overlooked is that this Chinese style filmmaking is also impacting the entire world. To 
put it in another way, with China’s growing power in today’s world, and these films 
changing Chinese people’s lives, they are also influencing the rest of the world. For 
instance, the Chinese tourists’ bad behavior in Thailand caused political issues. 
According to local media called The Nation: “Chinese tourists tend to drive speedily on 
the wrong side of the road. They often go against traffic on one-way street” (The Nation 
“A Clash of Cultures?”). As a result, the Thai Government has had to change the Visa 
requirements for Chinese citizens multiple times (Aladam “How Surge in Mainland 
Chinese Tourists is Changing the World”).  
Simultaneously, in recent years, the Chinese film market has been dominated by 
Chinese romantic comedies and American Hollywood blockbusters until the release of 
Wolf Warrior II (2017). With a box office of nearly US$900 million, Wolf Warrior II has 
become the top earning Chinese film in history and the fifth top grossing film in the 
history of world cinema. Written, directed by and starring Wu Jing, Wolf Warrior II is an 
action film telling the story of Leng Feng (Wu Jing), a former Chinese special force agent 
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who becomes entangled in the civil war of an unnamed African nation. With an 
analogous plot to those of Hollywood action films, Feng, rather than Americans, upholds 
justice and saves the African nation. People’s Daily, a Chinese government mouthpiece 
 
Still 3: Official Poster of Wolf Warrior II (2017) 
Source: https://movie.douban.com/subject/26363254/ 
 commented on this movie, calling it a “superhero movie of Chinese style” showing 
“fearless heroism and responsibility” (BBC: Wolf Warrior 2: The Nationalist Action Film 
Storming China). How crazy were Chinese audiences when they saw this movie in 
theaters?  A lecturer named Yin Shanshan from Central Academy of Drama, one of the 
nation’s best film schools, expressed her disappointment towards Wolf Warrior II on her 
Weibo account (Chinese Twitter). She said this movie was too violent with some obvious,  
Diagram 2: The All-time Highest-earning Movies in China, 2017. Source: qz.com/1169192/chinas-all-time- 
top-10 
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logical mistakes. Soon after her public comments, millions of Weibo users “tweet 
stormed” her with malicious accusations. Some users dug up her personal history and 
suggested the school fire this shameless, unpatriotic person. She even lost her “verified” 
status as a public figure on Weibo. Subsequently, negative comments about this movie on 
internet were all deleted and some websites shut down the comments and rating sections. 
The chart above shows that Wolf Warrior II is the highest-earning movie in 
Chinese film history. Much as the Chinese audiences were thrilled by the movie’s 
patriotic theme, the unexpected success of Wolf Warrior II is disturbing, and provides an 
occasion for intellectual analysis which indicates Chinese society’s transformations, not 
only economic, but also cultural. This paper is going to investigate the reasons behind the 
miracle of Wolf Warrior II’s success, drawing on the development of both Chinese 
cinema and society, and examining how recent cultural phenomena and social changes 
reflect a new Chinese mentality and China’s political presence in the world today. 
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Chapter I 
Background: A History of Chinese Film 1905 - Present 
 
In order to understand Wolf Warrior II’s role in Chinese cinema, it is necessary to explore 
the development of political control and propaganda in Chinese film history. Furthermore, 
historic events, political environment, and film policies are the main factors that influence 
the Chinese film industry, and shape Chinese audience’s aesthetics in new economy era.   
 
1905- 1949: The Golden Era 
Twenty years after the very first Chinese film, The Battle of Dingjunshan (1905) 
was made in 1905 — Chinese cinema had grown into its first golden era, in the 1930s. 
Ironically, however, because of the combination of internal upheaval and foreign 
aggression, Chinese society stood at its weakest point in modern history. Historically, in 
the late 1700s and early 1800s, the industrialized Western countries attempted to entice 
China into the newly formed world economy.  In 1793, King George III sent George 
Macartney to China in order to convince Qianlong, the Chinese emperor, to open more 
northern port cities for British companies and allow British ships to be refurbished on 
Chinese territory. But China rebuffed the Westerners’ proposals. Relatively soon after the 
failure of the Macartney Mission, Great Britain and China entered into the Opium Wars 
(1839-1842), also largely fought over trade issues. From this time until the First World 
War, but for an occasional victory, China was defeated in dozens of military 
confrontations with Western powers (“Macartney and the Emperor”). 
In the early 1900s, politically, the Nationalist Party was trying to establish a 
republican government. Ideologically, with the weakening of traditional Chinese culture 
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and the influence from West, Chinese society itself was struggling with an identity crisis. 
Notably, movies, despite being produced under a significant influence from Western 
culture, somehow had become a popular entertainment for people of all classes. Those 
eager audiences, including Chinese immigrants to countries across the entire world, 
created enormous demands for Chinese movies, both Kung fu movies (Chinese: 功夫) 
and romantic movies. 
Following its many lost battles, China was forced to sign unfair treaties that actually 
opened Chinese ports to the West, known as “treaty ports.” In the next half century after 
the Opium Wars, China was of “carved up like a melon” by British, other European, 
American and Japanese traders, Furthermore, Chinese were humiliated by having to 
relinquish legal jurisdiction over sections of the treaty port cities and over foreigners 
residing in China (Keller “China’s Domestic Trade During the Treaty-Port Era”). Some 
areas were even excluded from the Chinese government and controlled by foreigners. 
These areas were called Concessions (Chinese 租界). Shanghai was one of the port cities 
with many concessions. As a frontier city, Shanghai was influenced by nationalism and 
other Western ideologies. In the 1930s, Shanghai was an international metropolis for 
foreigners, and the only place where even the most indigent people of society had the 
possibility to momentarily forget their hardships for the price of a cinema ticket. The 
Chinese movie industry grew rapidly, by 1927 the country had a whopping 181 film 
production companies, 151 of which were based in Shanghai. 
When foreign cultures mingled with domestic Chinese filmmakers there, Shanghai 
soon became the symbol of both modernity and cosmopolitanism and ushered in the first 
golden era of Chinese cinema. In the Hanse’s words, the author mentions the importance 
of Shanghai in Chinese cinema: 
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…of the 1920s and 30s represents a distinct brand of vernacular modernism, one 
that evolved in a complex relation to American – and other foreign – models while 
drawing on and transforming Chinese traditions in the theater, literature, graphic, 
and print culture, both modernist and popular. I think this case can be made at 
several levels: the thematic concerns of the film; their miseen-scène and visual style; 
their formal strategies of narration, including modes of performance, character 
construction, and spectatorial identification; and the film’s address to and function 
within a specific horizon of reception (13). 
Still 4: Crossroads (1937) tells a story of four college friends struggling with the social changes 
when strikes break out in Shanghai. Source: baike.baidu.com/item/十字街头 
 
Therefore, numerous classic works in Chinese cinema history were made during the 
1930s, for example, Song of the Fishermen (1934), Crossroads (1937) and The Street 
Angel (1937). Most of these movies were set in Shanghai, telling stories of romance and 
society including the status of women and the lower classes, and some protested foreign 
incursion into China. Like China itself, characters in these movies were struggling with 
modern time. In addition, along with these classic movies, this era also gave rise to a list 
of glamourous movies stars. The first generation of movie stars, e g., Hu Die, Ruan Linyu, 
and Zhou Xuan were names on everybody’s lips for Chinese audiences during this period. 
Movies, as an imported culture, became a common entertainment for Chinese. 
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Still 5: Song of the Fishermen (1934), a fishermen family is struggling with poverty. The story of two 
generations reflects drifted people’s struggling in the 1930s. Source: baidu.com/s?ie=utf-8&wd=渔光曲 
 
 
 
Still 6: The Street Angel (1937). In Shanghai, two girls are victims of human trafficking. One is forced to 
prostitute, and younger one sings for a living. Source: baike.baidu.com/item/马路天使/12840 
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But the golden age of Chinese cinema did not last long. Chinese film production  
was brought to a halt due to the outbreak of the Second Sino-Japanese War in 1937. 
There were few movies made in China until the end of the war in 1945. Also, during the 
Sino-Japanese war period, many artists fled south to Hong Kong (perhaps this influenced 
Hong Kong cinema later on). Yet, from 1945-1949, during the Chinese civil war period, 
Shanghai became the home of a new corps of studios and continued to feature 
prominently in the development of Chinese cinema (Chen 23). Shanghai experienced a 
brief but fertile boom in film production after the war. With the Chinese Communist 
Party (CCP) occupying North China, the Chinese Nationalist Party, known as the 
Kuomintang, offered a relatively liberal political environment for the film industry. More 
classic pieces were made including Spring River Flows East (1947), Spring in a Small 
Town (1948), Crows and Sparrows (1949), and San Mao, The Little Vagabond (1949). 
Unlike the romances and Kung-fu movies of the previous film-industry boom, these 
movies focused on the tremendous damages caused by the war and conflicts between 
different classes; they discussed individual problems during hard times.  
Thus, from the 1920s to the end of the Chinese Civil War in1949, unlike any other 
industry and throughout the most turbulent times in Chinese modern history (but for the 
second Sino-Japanese War), the film industry continued to grow in a stable era. Lu and 
co-editor Yeh explain the continuous development of Chinese cinema in the introduction: 
[With] the demise of martial arts film and the death of the symbolic old China, film 
culture was dictated by the tastes and viewing habits of the modernizing urbanites 
in metropolises such as Shanghai in the republican era from (1911-1949) Film gave 
rise to a new urban culture, an alternative public sphere based on the sensory-
reflexive experiences of modernity, and became a Chinese/ Shanghai-nese version 
of ‘vernacular modernism’”. To put it another way, socially, the critical situation in 
the 1920s in mainland China drove the Chinese nation to explore their future and 
express their empathies in terms of internal upheaval and foreign aggression. 
Culturally, the movies made in the Golden Era laid the foundation for the film 
 13 
industries and created the Kung fu and rom antic genres in the Chinese cinema 
(“Introduction”). 
 
 
 
Still 7: Spring River Flows East (1947). A story of how an ordinary family is ripped apart by the war. 
Source: baike.baidu.com/item/八年离乱 
 
From 1905 to 1949, despite its being the most tumultuous period in Chinese society, and 
under Shanghai’s geographical and cultural influence remarkably, Chinese cinema 
developed its own characteristics. The development of Shanghai cinema, then, influenced 
Hong Kong cinema and Taiwan cinema in the succeeding decades. The influence of 
Shanghai, then, despite being a frontier city, developed the essence of Chinese modern 
culture and blended with Western ideology.  
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Left: Still 8, Spring in a Small Town (1948) tells a story of a married woman sees her old lover again after 
her husband lost everything during the war. Source: baike.baidu.com/item/小城之春 
 
Right: Still 9: San Mao, The Little Vagabond (1949), an adaption from a comic book, tells an orphan 
Sanmao’s difficult story in the dark society. Source: baike.baidu.com/item/三毛流浪记/879 
 
Still 10: Crows and Sparrows (1949) tells a story of several families in a Shanghai struggling with 
their lives when the kuomintang regime died in 1948Source: baike.baidu.com/pic/乌鸦与麻雀 
 
1949- 1976: The Era of Nationalization  
From the foundation of the People’s Republic of China (PRC) in 1949 to the end of the 
Cultural Revolution in 1976 films in mainland China served politics almost entirely. For 
the ruling party--the CCP--film was a strong political tool to educate the people. After the 
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establishment of the PRC, Chinese filmmakers were sent to Moscow to study the Soviet 
socialist realist style of filmmaking, which changed the major characteristics of Chinese 
movies. Instead of Kung fu and romantic films, most of the films were military themed 
and sponsored as Communist propaganda combined with nationalist and internationalist 
themes. themes. These movies were made to display the success of the CCP and build the 
public’s confidence towards it. 
 
Diagram 3: Chinese feature film production (1949–1976). Source: Yang 
As a result, these movies are not considered works of art so much as 
demonstrations of political might, especially under Mao’s instruction. This strong cultural 
and political trend was expanded after the Korean War.  For instance, the film, Shanggan 
Ridge (1956) is a reprehensible work of CCP propaganda and sets a perfect example of 
the “tall, grand and perfect” (Chinese: 高大全) which refers to the idiosyncratic main 
character in these heroic military themed movies. The characters are often war heroes 
who, to establish the PRC, sacrificed love, family, and even their own lives. The theme of 
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these films is to educate the public that in order to establish the new China, the 
communists paid the price of blood. 
 
Still 11: Shanggan Ridge (1956). A nurse is singing a patriotic song. Source: Baidu. 
In a famous scene from Shanggan Ridge, Wang Lan, a female nurse, (this is also a 
stereotypical character in Chinese war films of this period), sings “My Motherland”; the 
camera then slowly pans over the gloomy faces of soldiers listening to the song as they 
are visualizing their homeland. With its beautiful melody and patriotic sentiment, the 
song has helped etch Shanggan Ridge into the deep memories of generations of the 
Chinese audiences. In his article, Ban Wang explains “The song describes beautiful girls 
and broad-minded boys born and raised in the motherland. The soldiers’ mission is to 
protect this land, such that when friends come we treat them with good wine, but when 
wolves come we greet them with rifles.” Most likely, it resembled with the Chinese 
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people who had just experienced a war of aggression (Ban “Art, Politics, and 
Internationalism”).         
Still 12:  Letter with Feather (1954). Source: https://baike.baidu.com/item/鸡毛信/4159 
Another main purpose of Chinese propaganda films in this period was to represent 
the power of the newly established PRC to the outside world. The CCP understood that 
for a new government, propagation was as important as images of the future to be critical 
to the building of the future nation. Movies such as Platoon Commander Guan (1951), 
The Heroes and Heroines (1951) From Victory to Victory (1952), Letter with Feather 
(1954) and Dong Cunrui (1955) are all associated with the Sino—Japanese war. Some 
plots of these patriotic-themed movies are based on real events that happened during the 
Sino-Japanese war.  In particular, Letter with Feather became extremely popular because 
it tells a real story of a twelve-year-old boy, Haiwa, who uses his wits and successfully 
delivers an important message to the Communist Army. With this letter, the Communists 
Army is able to win an important battle. 
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At the same time, there were also movies blaming the previous KMT regime for 
the civil war and portraying its brutal reactionaries who brought physical and emotional 
trauma to the Chinese nation. For example, in White-Haired Girl (1950), a girl named 
Xi’er is the only daughter of a poor old tenant farmer named Yang Bailao (which in 
Chinese means working for free). Yang and Xi’er are living under persecution of a  
 
Still 13: Xi’er is hiding in the woods, White-Haired Girl (1950). Source: 
https://baike.baidu.com/item/白毛女/5604566 
 
landlord, Huang Shiren. In order to get away from Huang, Xi’er is forced to separate 
from her sweetheart Dachun and hides in a cave where she suffers from too much sorrow 
and her hair turns white. Later, the Communist Party launched a people's fight against the  
oppression of landlords. Huang Shiren was eradicated, and the white-haired girl was  
saved. Xi’er returns to Dachun and gets married. In the end, her hair turns from white to 
black again. 
These films are also called “Maoist film”. “Maoist film” is a practice Chinese 
government’s propaganda for the first time. Although it is usually perceived as an 
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individual and emotional preoccupation, cine-philia is just as much a collective and 
intellectual endeavor. In Maoist Chinese society, where audiences were defined by their 
social class, cine-philia was based on collective identity (Braester “A Genealogy of 
Cinephilia in the Maoist Period”). The growth of “Maoist film” implies the history of 
propaganda film in Chinese cinema.  
As a companion to the political limitation of genres, censorship and the film 
licensing system were also established during this period. In the 1950s, all films had to be 
approved by an appropriate authority before they were shown to the public. General 
guidelines determined that films with anti-communist or anti-Soviet themes would be 
banned. The film licensing system was introduced by the Film Guidance Committee in 
order to strengthen the centralized political system by setting up specific ideological and 
artistic standards, examining completed films and distribution figures. The film The Life 
of Wu Xun (1951) is an example of how politics started to intervene in art and changed 
stylistic conventions after the establishment of the PRC. It is a black and white movie 
simply telling a story of Wu Xun, who is a real figure in Chinese history. Wu Xun is a 
Chinese educational reformer who pioneered free education, and spent years of his life 
collecting money as a homeless person. With the money he begged, Wu Xun eventually 
was able to establish a free school for indigent children from the lower classes. The 
movie was not controversial until Mao criticized the film for “insanely promoting feudal 
culture,” “distorting peasants” and “misrepresenting Chinese history” (“The Life of Wu 
Xun”). The film was banned Along with this film, filmmakers of The Life of Wu Xun 
were forbidden from making any movies. Even the historic figure Wu Xun, later suffered 
from extensive and unjustified accusations. 
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Although the establishment of PRC gave birth to numbers of classic films in the 
1950s, the tumultuous political environment and ban on any foreign films from non-
Communist countries stymied innovation and ended the careers of many promising 
filmmakers. But compared with the upcoming Cultural Revolution in 1966, the 
tumultuous political climate in the1950s was only the dark clouds before the storm.  
 
Still 14: The Taking of Tiger Mountain, a popular Eight Model Dramas during the Cultural Revolution 
period. Source: https://baike.baidu.com/item/智取威虎山/5991 
 
The Cultural Revolution started on May 16, 1966 and the end is considered to be 
Mao Zedong’s death on September 9, 1976 and the subsequent of the arrest of “the gang 
of four”, which was a group of four political leaders including Mao’s fourth wife Jiang 
Qing. In the 1960s, the collectivization of agricultural and industrial output precipitated a 
famine that left 45 million dead. Mao was blamed and he felt his leadership had 
weakened. Therefore, in August 25, 1966, he launched the Cultural Revolution with 
series of policies which included shutting down schools nationwide. He called for a 
massive youth mobilization to take current party leaders, and to task for their embrace of 
bourgeois values and lack of revolutionary spirit. Intellectuals, or people tied to the West 
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or the KMT, were persecuted and many officials were either purged or killed. During the 
Cultural Revolution period, the film industry was shut down along with other cultural 
activities. Instead of films, what was produced tended to be highly formulaic and 
propagandistic theater known as the “Eight Model Dramas” (Chinese: 样板戏).  
 
1977- 2000: The Era of Economic Reform  
 With Mao’s death and the elimination of The Cultural Revolution, the new 
political leader Deng Xiaoping launched the Economic Reform of 1978 in order to 
introduce market principles and open up the country to foreign investments. After nearly 
thirty years of isolation, the Economic Reform policy allowed China to be open again in 
economy and diplomacy. As a consequence, the film industry was re-developed. In order 
to accede to the viewing tastes of the audiences and the market, movies began to be made 
in large numbers. In addition to traditional propaganda films, a variety of other film 
genres were accepted. 
The accompanying development of the “fifth generation” of Chinese directors 
increased the numbers of critical and radical changes in mainland China. Yet many of 
these movies were banned because of their themes of homosexuality or criticism of the 
Cultural Revolution, such as To Live, (1994), The Emperors’ Shadow (1996) East Palace, 
West Palace (1997) and Farewell My Concubine (1993). To elaborate, Zhang Yimo’s To 
Live, which was adapted from a novel also nameed To Live, written by Yu Hua, achieved 
international success. It tells the story of a couple, Fugui (Ge You) and Jiazhen (Gong Li). 
Fugui’s gambling habit leads him to lose everything including his wife and family. In the 
years that follow he is pressed into both the nationalist and communist armies, while 
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Jiazhen is forced into menial work. Just when things start to get better, and Jiazhen 
decides to go back to him with their daughter, the Cultural Revolution begins. Despite the  
hardship, the couple manage to survive the critical social and cultural changes in Chinese 
society. 
Still 15: Farewell My Concubine (1993), Cheng is helping Duan with his makeup for Beijing Opera. 
Source: https://baike.baidu.com/item/霸王别姬/8130086 
 
Chen Kaige’s Farewell My Concubine, on the other hand, unfolds the story of two 
men. As little boys, Cheng Dieyi (Lesile Cheung) and Duan Xiaolou begin their training 
at Beijing Opera House at the same time. Cheng is specializing in playing female 
characters who are often commanding against Duan’s male characters. Gradually, Cheng 
falls for Duan. In the following years, the two men maintain their exclusive homosexual 
relationship despite the Cultural Revolution and other turbulent social changes. Farewell 
My Concubine is considered to be one of the greatest films in Chinese modern history 
representing Chinese culture, an unusual love triangle, and social changes. It won awards 
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at many international festivals including the Golden Globes in the US. and the Cannes 
Film Festival in France; however, in the 1990s, political orientation was more important 
in China than the artistic value of movies, both films were banned domestically due to the 
referral to the negative influence from the Cultural Revolution. Even long after the end of 
the Cultural Revolution, the Cultural Revolution remains a theme that cannot be 
mentioned in movies or TV shows in mainland China. 
 Yang’s states: “This era marked a transformational period for Chinese film in the 
inter-national sphere. Apart from propaganda films, new types of Chinese films emerged 
on the international stage” (Yang 79). In addition to the increase of genres, the Chinese 
filmmakers attending international film festivals showed the world the changes 
happening in mainland China in a new economic era. These movies are showcases to the 
world, portraying the social changes that resulted from the economic reforms in China. 
For instance, Zhou Xiao Wen’s Ermo, (1994) and Zhang Yimo’s Not One Less (1999) 
express a sense of sympathy to the rural residents of China and furthermore explore the 
historical transformation in modern China on a large scale. 
In the film Ermo, a peasant named Ermo (Ai Liya), lives in a rural village in 
Northern China. Her husband used to be the chief of the village. However, after an  
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Still 16: Thirteen-year-old Wei is teaching a class. Not One Less (1999). Source: 
https://baike.baidu.com/item/一个都不能少 
accident, he becomes physically and sexually impotent. Ermo works hard to provide for 
her young son and her family until her neighbor Xiazi (Liu Peiqi), which means “blind”, 
comes into their life. Xiazi, thus called because of his very small eyes, is a truck driver. 
He has purchased a TV set for his family. That TV, the only one in the village, attracts all 
the villagers to gather together to watch TV programs at Xiazi’s house.  
Desperate to own a color TV in her own house, Ermo is consumed with making  
Still 17: Ermo (1994), source: baike.baidu.com/pic/二嫫 
money. She gets up early every morning to make noodles, and sells them in a small town  
nearby.  One day, Xiazi runs into Ermo, and offers Ermo a ride to a nearby city so that 
she can sell more noodles. Ermo accepts the offer. After exploring the city lifestyle, 
Ermo’s obsession with making more money intensifies. When she learns that some 
people sell blood for money, she begins to sell blood regularly for cash. Meanwhile Ermo 
and Xiazi have an affair. Towards the end of the movie, Ermo finally gets the TV she has 
wished for. When Xiazi helps her set up the TV, Ermo collapses from exhaustion. Her 
physical as well as her mental health have declined. Surprisingly, Ermo is not banned in 
mainland China. 
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Both movies express sympathy for the peasants in the rural areas. On one hand, 
the new economic system provided more work opportunities for the rural population; on 
the other hand, their pursuit of work in cities and increasingly metropolitan lifestyle 
changed the traditional agricultural economy and the equilibrium of the social fabric. The 
transformation of identities and social environment--from peasants in rural China to 
 migrant workers in cities--led to new problems, such a great increase in child labor. 
Diagram 4: Chinese feature film production (1977–2000). Source: Yang 
Moreover, the economic development of Chinese cinema during this period did 
not eliminate political propaganda for the Chinese government in film. Many of the 
movies made in the late 1980s and 1990s, such as Life after Departure of Leifeng (1996) 
still focused on portraying the CPC’s moral models and praising the leadership in the new 
economic era. The film is about how his selflessness spirit still inspired his friends and 
changed others’ lives after his death. Leifeng a Chinese soldier who died in 1962 but 
remains a moral legend in Chinese society. He is an ideal Communist party member who 
followed the rule “serve the people. Mao said Chinese people should all “learn from 
Comrade Leifeng”. After Mao’s words, the propaganda of Leifeng spirit continues even 
decades after his death.  
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Thus, the Chinese government made tremendous efforts to strike a balance 
between facilitating the development of the Chinese film industry and repackaging its 
own propaganda apparatus. In 1996, the first set of “Regulations on the Administration of 
Films” stipulated that “China shall adopt a censorship system; film may not be produced, 
distributed, exhibited, imported nor exported without examination and approval by the 
Film Administration Institution of China” (Lu and Yeh 16). In addition, film studios were 
required to register with this institution in order to gain a production license for each film. 
In general, this era marked a transformational period for Chinese cinema as well as for 
the Chinese economy. Except for the propaganda films, Chinese films of new types 
emerged in the “fifth generation” of Chinese film. 
 
The 21century, 2001- present  
While the Chinese cinema was developing and undergoing a series of reforms, the 
wide distribution of the Hollywood blockbusters in China starting in the mid-1990s 
pushed the Chinese film industry’s development forcefully into a more commercial 
direction. In Berry’s 2013 chapter, the author explains the Hollywood’s influence in 
China:  
In addition to the exhibition and broadcast of popular Hollywood films and U.S. 
television shows, the local Chinese industry also capitalized on the widespread 
curiosity about all things Western (and limited selection and accessibility of 
Hollywood films) with a series of popular films that attempted to cinematically 
reintroduce America and the figure of the American back into China (171). 
Also, it is worth noting that pirated VCDs and DVDs showed up in large numbers 
in the 1990s and spread Hollywood movies across the nation. “The DVDS robbed the 
Hong Kong film industry of 40 percent of its business, and forcing video shops and 
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Diagram 5: Box office of the Chinese film industry,2001- 2017. Source: Yang 
theaters to close down. Pirating costs the world film industry about $3 billion a year in 
lost sales. The biggest losers are Chinese filmmakers and distributors. The six major 
Hollywood studios lose around $250 million a year” (Heys).  In China, a film making 
system took root that combined with the established Chinese cinema aptitude, locations, 
lower cost, and domestic and international investments to meet the demands of markets. 
Filmmakers such as Zhang Yimo, Feng Xiaogang, Jia Zhangke and Chen Kaige have 
gained international exposure and reputations. On one hand, in the 2000s, internationally, 
Zhang Yimo ventured into Kung fu film, his first Kung fu movie Hero (2005) was 
nominated for best foreign film at the Academy Award and became the very first 
blockbuster in mainland China. On the other hand, domestically, there were Feng 
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Xiaogang’s series of romantic comedies such as Big Shot’s Funeral (2001), Cell Phone 
(2003), If You Are the One (2008), If You Are the One 2 (2010) and so on. Feng’s 
romantic comedies are known as He Sui Pian (movies released before Chinese 
“Christmas”, the Spring Festival) and have helped form the habit of going to the theaters 
to watch a movie during holiday seasons in mainland China. 
 
Still 18: If You Are the One (2008). Source: https://movie.douban.com/subject/3313801/ 
It is a matter of fact that Feng has created the phenomenon of He Sui Pian and also 
influenced the popular film genres today. Because of this, for a long time romantic 
comedies have dominated the domestic Chinese film market. As a consequence, China 
has also entered an era of international super-stars. For the Chinese film industry, the 
appearance of a star is a guarantee of box office success. Some of the actors even appear 
in Hollywood movies, only to attract a larger Chinese audience. For instance, Fan  
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Still 19: Fan Bingbing, as Blink in X-Men: Days of Future Past (2014). Source: 
https://baike.baidu.com/item/闪烁 
 
Bingbing, a thirty-six-year old actress, is one of the most popular actresses to have 
succeeded internationally. Fan shows the world that success in this business no longer 
depends on making it big in Hollywood, but in an opposite way. So far, she has been in 
Iron-Man 3(2013) and X-Men: Days of Future Past (2014). In X-Men: Days of Future 
Past, she is cast as a teleporting mutant named Blink. “The name was joked by critics that 
if you blinked, you might miss her speak in her Hollywood debut; she also played an 
unnamed nurse in Iron Man3 — though you’d see her only in the extra scenes added 
specifically for the China market. ‘The reason I was cast is simple, considered the 
Chinese market, wanted to add Asian faces and found me, I'm sure I will be the heroine 
of X-Men.’” (Beech “How China Is Remaking the Global Film Industry”). Despite the 
development of the Chinese “Hollywood” era, nevertheless, the Chinese government 
continued to use the censorship and licensing system to impose comprehensive regulation 
on the film industry, initially through its executive agency – SARFT (State 
Administration of Press, Publishing, Radio, Film and Television). The purpose of SARFT 
is to politically correct shows and movies made in mainland China. The SARFT has the 
 30 
right to make prior approval and to prohibit production. And every single film must pass 
through censorship before obtaining a distribution license. 
In the report of the Party’s16th National Congress in October 2002, the CPC 
acknowledged the strategic significance of the cultural industry and indicated the 
need to develop this in order to enhance overall national strength. Thus, it was 
clear that the Party considered culture to be a key national strength, as important 
as its hard power resources... The aim of these organizations was, and is, to ensure 
that ‘politically correct films are made and distributed.’ (Yang 81) 
Still 20: The Founding of a Republic (2009). Source: https://baike.baidu.com/item/建国大业/6690 
Notably, a certain number of movies are still made to propagate political ideology 
but have adjusted their strategy in relation to the political use of film. Take the state-
funded film The Founding of a Republic (2009) as an example. It was made to coincide 
with the 60th anniversary of the Chinese Communist’s founding of the PRC. China’s  
most famous actors and actresses including Jackie Chan, Jet Li and Zhang Ziyi, were cast  
in the roles of the Communist founders to ensure box office appeal. What made this film  
so commercially effective was “savvy combination of these Hollywood-style models of 
film marketing and promotion and the use of star culture combined with the more deeply 
entrenched Chinese models and networks of promoting ‘main melody’ (Which refers to 
propaganda films in China) propaganda film” (M. Berry,2013, 173). The Xin Hua News 
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Agency viewed it as a successful example of the Main-Melody genre: “this film achieved 
wide- spread attention and a spread the propaganda message effectively…a very 
successful combination of political propaganda and box office performance” (新华社新
闻Author tranasltion).  
The success of The Founding of a Republic indicated that patriotic films would 
become a trend among the romantic movies, and suggested that the government’s 
investment in the entertainment industry is far from being influenced by aesthetics or 
market regulation. By extension, in a few years-time, a propaganda film Wolf Warrior II, 
will become the most profitable in mainland China.  
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Chapter II 
The Story of Wolf Warrior II 
 
Wolf Warrior II follows the story Wolf Warrior I (2015). The movie opens with a 
scene of Leng Feng (Wu Jing), a special force soldier, bringing a fellow comrade’s 
remains back to his home town—a small city in deep north China. Feng soon finds out 
that the deceased comrade’s family is living in a horrible situation and being threatened 
by a local slumlord. During the funeral, the slumlord’s company pulls down their house 
and the slumlord intimidates them with a gun. He sneers at Feng when Feng presents the 
remains to the family in military protocol. Furious, Feng kicks the boss to the ground. 
The boss calls for more gangsters to attack Feng. The local police arrive and request that 
Feng put down the gun which he has seized from the slumlord. But the situation gets 
worse when the slumlord threatens to kill the family after Feng leaves town. Feng reacts 
violently under the boss’s provocation; he kicks the slumlord in the stomach and sends 
him crashing onto a police car's windshield. No scene or conversation indicates what 
happened to the slumlord, but Feng spends two years in military prison, presumably for 
this violence outburst. 
In the next scene, the setting switches to a fictional African country where Feng 
has started over and works as security guard for Chinese concern. But the real reason that 
Feng is living in Africa is to track down some terrorists who might be responsible for the 
disappearance of his fiancée (His fiancée was a leading character in Wolf Warrior I, but 
only appears in flashback in Wolf Warrior I.). Feng’s only lead—a bullet casing. Feng 
has not found the terrorists who might have killed or taken his fiancée. However, his 
peaceful life in this African country is soon to be interrupted. 
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One day, when Feng and some locals are partying on the beach, they are attacked 
by a rebel army, who are backed by some Western mercenaries attempting to overthrow 
the government of the African nation. Shortly after the attack, Feng makes contact with 
the local Chinese military leader and sets off to rescue two well-known humanitarian 
doctors Chen (Guo Tiecheng), and Rachel (Celina Jade) from the evil Western mercenary 
Big Daddy (Frank Grillo) and his fellow Caucasian assassins. Meanwhile, a Chinese shop 
owner that Feng rescued during the chaos tells him that the bullet casing Feng is carrying 
belongs to the European mercenaries that are helping the rebels. Feng is on his own in 
this campaign, however; no other personnel or Chinese military are able to support him in 
this foreign land. In other words, the African country seems to have no military force of 
its own so that the European mercenaries are killing only noncombatants.  
Feng travels to the hospital only to find out that Dr. Chen has been fatally 
wounded by the mercenaries. At his dying breath, Dr. Chen tells Feng to take his adopted 
daughter, an African girl named Pasha, because she is the only person that carries the 
antibodies for a deadly disease called Lamanla. Feng keeps his promise to Dr. Chen, 
taking Pasha and Dr. Rachel Prescott Smith with him, and escapes from the grips of the 
mercenaries. However, Feng accidentally cuts his hand in a pile of Lamanla-infected 
bodies. He shakes it off and moves on. Feng continues his mission to save the Chinese 
and the African noncombatants from the mercenaries, now with Rachel.  
Feng’s next mission is to save his good friend’s mother who works at the Chinese 
factory which is surrounded by the mercenaries. After arriving at the factory, Feng is 
joined by the security guard He Jianguo (Wu Gang) and the owner’s son, Zhou Yifan 
(Zhang Han), a cocky rich kid who is also a big fan of the Chinese military. Big Daddy's 
mercenaries attack the factory to capture Pasha, knowing she is the one who has the cure 
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for Lamanla. At the factory, Feng tells everyone that the Chinese government will send a 
helicopter to rescue them. Women and children will evacuate by helicopter and everyone 
else will walk to the Chinese fleet docked nearby. After several rounds of fighting and 
chasing, at the moment when Big Daddy is going to kill Feng, the other mercenaries and 
rebels are required to retreat and return to their base; this happens without a reasonable 
explanation. Big Daddy then kills the leader of the rebellion and takes over his position. 
He commands everyone to go back to the factory to retrieve Pasha and kill Feng. At the 
same time, the people inside the factory are frightened by Feng’s infection with Lamanla. 
Feng volunteers to leave the factory, but Dr. Smith successfully cures Feng with the 
antibodies to the Lamanla virus that Dr. Chen had found in Pasha before he died.  
Big Daddy and his fellows arrive at the factory to capture Pasha and kill Feng. 
But Feng is cured and able to rescue everyone trapped in the factory. The promised 
helicopter arrives and successfully evacuates all the workers. The battle with Big Daddy 
continues, and Feng learns that the bullet casing from the shot that killed his fiancée 
belongs to Big Daddy. Driven by rage, Feng kills Big Daddy. With both of his missions 
completed, Feng and the group of Chinese people with him decide to leave this African 
nation. The film ends with their driving in a truck through a crossfire area: Feng holds up 
a Chinese national flag and waves it towards the African soldiers. The African soldiers 
yell to each other: “Hold your fire, they are Chinese.” Again, the film ends up with 
another puzzling detail, who were these African armies? Where were they when Feng 
was fighting with Big Daddy and the rebels? 
In sum, Wolf Warrior II is a patriotic action movie which displays China’s power 
in a Chinese hero figure. Although the story itself has many logical issues—for instance, 
who is the rebel army fighting in this African nation? Why does Big Daddy kill his 
 35 
commander? What happened to Feng’s fiancée -- Chinese audiences did not question any 
of these, excited to see the power of China represented. They ignore these problems for a 
reason. At first glance, the story of Wolf Warrior II is quite promising; the action 
sequences and the lonely hero figure recall the Chinese audiences’ memory of Hollywood 
blockbusters such as True Lies or Rambo. In general, Wolf Warrior II follows the 
structure of an action movie: it portrays a tough, heroic figure who faces a series of 
challenges and deals with lots of violence, extended fighting, physical feats, frantic 
chases, and cool visual effects. It gets the Chinese audiences’ blood up with a tagline 
“whoever offends China will be hunted down no matter how far away they are”. 
However, unlike the Hollywood movies to which it alludes, there are many scenes in 
Wolf Warrior II where the characters completely lack motives; at the same time, the 
characters themselves have little development which leads to many logical problems in 
this successful movie. To put it in another way, the illogical and unmotivated characters 
fail to support the development of the story, which consequently just confuses. This is 
surprising in such a successful movie.  
 
The Puzzling Characters  
First, take a look at the leading character, Feng. At the beginning of the film, 
several sequences, including when Feng confronts with the slumlord, misses his fiancée 
and even serves his time in prison, are all combined with a series of close up shots of 
Feng’s facial expression, attempting to characterize Feng as a most extraordinary 
personality who never shows his true feelings under any circumstances. If going to prison, 
however, is supposed to create a dilemma for Feng, audiences see him looking disturbed. 
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Still 21,22. Feng takes off his uniform and serves his time. Source: douban 
But instead, the narration “The reason a soldier is respected is not because of the 
uniform he wears, but because of the sense of duty he carries. With or without the 
uniform, his duty remains,” indicating to the audience that Feng, who now is no longer 
trapped in a PRC military uniform, is proud to be imprisoned. Then a cutaway shot with a 
subtitle “three years later” shows Feng has already cheerfully settled down somewhere 
overseas. With a big smile on his face, Feng is taking pictures with some Chinese pirates, 
dealing with local vendors, and playing with a fake gun with his African godson Tundu. 
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In other words, in order to build a Chinese Rambo, at the beginning of the film Feng has 
been been made into an emotionless killing machine, an unjustly imprisoned seeker of his 
freedom, a grieving lover, and a happy-go-lucky father figure.  The character is hard to 
comprehend. 
     Still 23: The slumlord is pointing a gun at Feng during the funeral of his fellow, Wolf Warrior  
II (2017). Source: douban. 
In the next major scene, Feng is at a big party with some local Africans. At the 
bar, he is drinking voraciously; after pounding down several beers he whips out a bottle 
of Maotai (the most expensive Chinese whiskey) and starts chugging. Some flashbacks 
during his drinking tell the audience that Feng lost his fiancée before he settled in this 
country, and the bullet casing is the only lead he has to track her down. Before Feng gets 
anywhere further in the movie, however, the apparently endemic African nation is in a 
middle of a civil war, and without any explanation, Feng sets out to save everyone’s life. 
With the outbreak of the civil war, the movie turns into just a series of fighting scenes. 
Unlike Kong Fu movies, the following fighting scenes in this movie are bloody and 
disturbing, not aiming at showing the beauty and depth martial art, but using violent 
Hollywood-action-movie style killing to attract audience.  
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There are three reasons why Feng not only fails as a leading character, but in 
addition puts the movie in chaos. First of all, in his fight with Big Daddy, he has quite 
weak motivation. Although the flashback tells the audience that Big Daddy may be 
related to the disappearance of Feng’s fiancée, Feng makes no investigation except 
showing the bullet casing to some other random people. And later a Chinese businessman 
just told him that Bid Daddy might be involved. After he has been dragged into the 
African nation’s civil war, his mission in life changes to saving the Chinese and Africans. 
Thus, his actions and alliances make little sense. Secondly, portraying Feng as a “good 
will” figure in the African country is inappropriate and works against itself. There are 
many scenes that pose contradictions for both the story and the character. For instance, 
Feng’s emotions and facial expressions are quite puzzling. When he is in jail, 
encountering Big Daddy, or meeting with other Chinese characters for the first time, he 
has no expression on his face. Yet whenever an African character jumps into the scene, 
all of a sudden, Feng smiles and talks and holds their hand with love. If the director 
means to indicate that Feng loves the Africans as his own people, however, then why are 
the African workers trapped as slaves, hopeless, and desperate in the Chinese factory. 
The movie seems to be both Colonialist and anti-Colonialist throughout. Thirdly, the 
violence gets worse and worse in each scene does not help the development of Feng as a 
leading character at all. Again, illogical fighting has no effect on the character and fails in 
explaining his motives and emotions throughout the film, only demonstrates him as a 
killing machine. 
 Rachel, as the female leading character, supposedly shares a romantic relationship 
with Feng, however; except for her part in curing Feng’s Lamanla, she has very little 
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personality and character development either. Rachel first appears in the movie when 
group of mercenaries occupy a local hospital looking for Dr. Chen. In order to protect 
Still 24: Rachel stands up and claims she is the Dr. Chen. Wolf Warrior II (2017).  
Source: douban. 
 
Dr. Chen, Rachel stands up and claims that she is Dr. Chen, the person they are looking 
for. At the same time, Feng arrives in a Jeep. We cut to another fighting scene just at the 
moment when a mercenary is choking Rachel, after fatally wounding Dr. Chen. Rachel 
and Pasha jump into the jeep with Feng and escape from the hospital. From then on, 
Rachel is constantly next to Feng, but the development of their romantic relationship is 
interrupted by fighting and killing in every scene. For example, after they arrive at the 
Chinese factory, at night, Feng, along with other Chinese and African workers are 
drinking and dancing. The party itself has no logical development at all. Rachel feels 
relaxed and joins the crowd and holds Feng’s neck while dancing with him happily. All 
of a sudden, Big Daddy and his mercenaries cut into the scene. The romantic relationship 
is interrupted by a surprise attack. At the end, after slaughtering Big Daddy, Feng wakes 
up in the truck, lying in Rachel’s arms and the two look at each other with smiles on their 
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faces. The audience can only assume that they have engaged in a relationship, but we do 
not actually see or hear any indication of this other than the dance at the party. In general, 
there is no development between Feng and Rachel; Rachel herself displays no specific 
personality, and has no history.  She only serves as an ideal symbolic female character to 
reveal Feng’s masculinity.  
To illustrate, compare Rachel to Adrian, the female lead character in Rocky 
(1976).  Adrian is a real person in the film. She has her ups and downs and copes with 
her relationship with Rocky, who is a masculinist figure, but with a history and 
vulnerabilities. The character Adrian is hardly qualified to be a Romantic character in the 
love story. Her face does not have lots of expression. She always has her big glasses on; 
she wears gray and black all the time. Her first appearance in the film is in a pet store 
when Rocky stops by and tries to charm her by his “joke.” While Rocky is talking to her, 
she could not even look into Rocky’s eyes. She is more than “shy,” appearing to be 
fragile both physically and emotionally. But all these imperfections make up to the 
characterization of Adrian. There are details between her and Rocky during their 
relationship showing that her femininity supports Rocky’s masculinity. She is not a 
perfect heroine, but she works for Rocky perfectly (Collette-VanDeraa, “Transcending 
Masculinity”). Rachel, in contrast, expresses no vulnerability and is an independent, 
modern woman. She does little for Feng, or for her own self-development, which is the 
biggest failure for Rachel as a heroine. 
The actress, Celina Jade, who is an American-Hong Kongese actress and has 
appeared in Arrow and some other American films, discussed her character during an 
interview: “My character in the movie, Rachel, is a Doctor working for the United 
Nations; there’s been an outbreak of an Ebola-like virus in this African country and I am 
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trying to treat people and save them from that. Meanwhile, the country is being torn apart 
by a civil war that’s been brewing between the Government and Rebel Forces. Everyone 
is fleeing the country and the people are left in dire straits. Wu Jing’s character and 
Rachel decide to risk their lives for the people and fight their war.” 
 Even for the actress herself, it is difficult to explain what kind of character she 
plays in this film. From the beginning of the movie, Rachel shows her identity as a doctor, 
and a little bit of determination when she tried to protect Dr. Chen. Then after Dr. Chen’s 
death, she started to follow Feng around. Why does she abandonl her other African 
patients if she is a doctor who works for the UN? One explanation is that she has to 
protect Pasha, who carries the antibodies for Lamanla. However, Rachel’s activities in 
the film also need reasonable motives and solutions, she is a character not a female prop. 
Instead of being a doctor and taking care of others, she becomes Feng’s personal nurse; 
everybody else with Lamanla, apparently, is left to die.  
The two other Chinese characters, Zhuo Yifan (Zhang Han) and He Jianguo (Wu  
Still 25: All of a sudden, Zhuo pulls out his pistol and points at Feng. Wolf Warrior II (2017).  
Source: douban 
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Gang) are no more characters than Rachel. Zhuo, a rich kid in his late 20s, is a military 
fan without any real combat experience. When the mercenaries attack their factory, he 
bravely picks up a weapon and fights with Feng. He, a Chinese veteran in his 50s, works 
as a security supervisor at Zhuo’s factory. Yet the sequence where Feng meets his fellows 
for the first time conveys ambiguous implications. 
Feng: Anyone? I’m here to recue you. 
The gate opens, Zhuo walks out with a group of armed security guards. 
Zhuo: You? Rescue us? 
Zhuo walks close to Feng and starts to speak to his walkie- talkie. 
Zhuo: I’ve got 18 AK-47s, 30M79 grenade launchers, enough to arm a platoon. 
There are some logical problems with these two characters. First, the appearance 
in the film of this character Zhuo is unconvincing. Although he is a rich kid and his 
family has factories all over this African country, he seems to be hanging out for no 
reason in this particular factory, with the security guards. He seems to be able to do 
whatever he wants in a foreign country, including owning a private army and lots of 
weaponry. Second, the transformation of Zhuo from a spoiled rich kid to a hero has no 
logic at all. After Feng’s arrival at Zhuo’s factory, he confronts Feng with his weapons 
and personal guide. In the next scene, we switch to Zhuo’s office, where he brings Feng 
and Rachel a plate of dumplings. Why? What happened between the previous scene and 
this one that to make Zhuo give up challenging Feng? There is no explanation. From here, 
Zhuo starts to discuss a map of the area and shows Feng his collection of weapons and 
becomes Feng’s fellow during the fight against Big Daddy. The director only shows the 
audience that how rich Zhuo is and how powerful his family is, so that his bragging and 
fighting prowess are unmotivated. 
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He Jianguo, Zhuo’s security guard, is also a mysterious character. He made his 
first appearance in the scene when Zhuo first confronts Feng. Then in the scene in Zhuo’s 
office, Feng notices a professionally made military map, and Zhuo explains that He made 
this. Trying to give out information about he’s military background. During the party 
scene, He is drinking with Feng, without any logic development, they start to share a 
special connection only because they have all served in the army. 
 
Still 26: Chinese military salute. Wolf Warrior II (2017). Source: douban. 
 
 
Feng: Old Timer, the defensive formation out front, that was you, right? 
He: You’re not bad yourself. 
Feng laughs, then, out of nowhere, He turns to Feng and says. 
He: Former People’s Liberation Army of China, 14th Corps, South-West region, recon  
company commander, He Jianguo. 
Feng: Former People’s Liberation Army, special ops brigade, South-East region, Wolf 
Warrior Squadron, Leng Feng. 
Feng poses a Chinese military salute to He. 
Feng: At your service. 
He smiles and salutes back. 
 
This scene is inexplicable and confusing. Feng and He recognize one another’s 
military background, but this seems to be enough to make He Feng’s partner. And what 
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has happened to He that resulted in his current life in Africa? It is common knowledge for 
Chinese audiences that anyone who has ever worked for the Chinese government, even 
only for administrative offices, not to mention those who have served in the army, cannot 
travel outside the country until five years after their retirement. These obvious, logical 
problems are ignored again and again. This scene serves one purpose: to tell the audience, 
He is one of us Chinese. Feng has found his allies in this factory. 
In the previous scene when Feng is challenged by Zhuo and He, the intense 
situation is resolved by Tundu’s mom, an overweight woman who uses her body as a 
weapon, only to make audience laugh. She jumps on Feng and shakes his arm, asking 
him where Tundu is. Feng tells her that Tundu is doing alright with a kind smile 
apparently reserved for Africans. Tundu is Feng’s African “godson” who sells 
pornography DVDs and eats a lot; both he and his mom are overweight. Together, the 
two major African characters, Tundu and his mom, are diminished by their races and 
their roles into buffoons. 
The villain, Big Daddy, is a harmless bad guy. Without any direct conflicts with 
Feng and other Chinese, Big Daddy and his mercenaries are defined by some generically 
stilted characterizations. The violent Western mercenaries are the only invaders in the 
movie; they seem to work for an African rebel force, but there doesn’t seem to be any 
domestic power against which they are rebelling.  They slaughter only noncombatants. 
Big Daddy’s character speaks for the director in the end, claiming that he was wrong 
about the Chinese military, and that they are actually geniuses. 
As the antagonist Big Daddy, has no motivation; from the beginning, he is only a 
killing machine. He kills women, foreigners, Chinese, Africans--the killing appears to be 
completely random. It is understandable sometimes that bad guys do not have moral 
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standards and values, however, Big Daddy has no basic logic. For instance, in First Blood, 
the Sheriff Teasle (Brian Dennehy) shows his discrimination towards Rambo (Sylvester 
Stallone) when he says he does not want drifters eating in his town (FB I). Later in the 
film, Rambo was fighting against law enforcement because he was abused. Yet here, Big 
Daddy, is the leader of mercenaries who work for money from the African rebels. There 
is no conflict and history between him and Feng, although, later Feng considers that Big 
Daddy is responsible for his fiancée’s disappearance. But for Big Daddy, why does he 
hate Feng so much and even would kill his African boss after his prevent him from 
killing Feng? Also, who is going to pay him and his mercenaries? Throughout the film, 
Bid Daddy keeps looking for Feng, if his boss is dead, why does he keep doing that? 
There are no answers to these questions. Big Daddy, shows up in this African country 
and kills people, only represents Wu’s imagination of “white guilt”. Through his mouth, 
he humiliates Chinese, and provides an opportunity for Feng to fight back and claims 
“that’s the fucking history”. 
Moreover, all the foreign characters in this movie are one-dimensional. To put it 
another way, in the entire movie, Feng–the Chinese special force soldier--is a hero who 
saves an African nation.  Other Chinese are doctors and businessmen, not to mention the 
general setting is that China is building hospitals and factories in Africa, which means 
China is a “helping” Africa diplomatically; the Chinese are “good” colonists. The 
Caucasians in the film, on the other hand, represent “bad” colonists. As for the African 
friends, they are the followers of the great Chinese and really do not need to show their 
intelligence or personalities at all. Most of the Africans characters have no lines, only 
crying or smiling or holding hands.  
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 Throughout the movie, the story’s logical problems are caused by the irrelevant 
expression of patriotism and misguided jingoism. The plot does not follow the 
development of the story, but pursue to display a powerful China by the director’s, 
strange order. No matter the circumstances, all characters mention the Chinese 
government with praise. For instance, when the rebellion leader tells Big Daddy to retreat 
and leave the Chinese along, the reason is “They can’t kill the Chinese” because “China 
is a permanent member of the United Nations Security Council” and he “needs them on 
my side if I am to take political power.” When Tundu calls his mom to tell her he is safe, 
without any explanation, Tundu’s mom is relieved “Because you’re on a Chinese 
warship”. Every foreign character has to say some compliment to China when they make 
their appearance. 
In the factory, Zhuo’s assistant, Lin, the representative of the factory, separates 
the workers into two groups by races so that Chinese can leave the factory first. 
Lin: All Chinese employees, stand on this side…we are only taking Chinese people…All 
the Africans please stand on this side. 
When the African workers refuse to be singled out, Zhuo says to Lin, “They are Still 26: 
Feng and his friends are driving through a crossfire area, Wolf Warrior II (2017). Source: douban. 
all my employees, I will take them all!” Yet without any particular plan to rescue them all,  
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the African workers start to sigh, sob, and scratch their heads. They hold each other’s 
hands. The repeated calling of “African” and close shots of their frustrated and hopeless 
faces only make the entire setting extremely racist and callous. 
In addition, the fighting scenes between Feng and Big Daddy make the same 
logical mistake over and over. After Feng flips over Big Daddy’s tank, Big Daddy crawls 
out of the wreckage and muses, “I guess the Chinese military ain’t as lame as I thought!” 
Then in his final fight with Feng, he sneers: “People like me will always be better than 
people like you!” Feng’s retort: turning the fight around and hissing, in Chinese, “That’s 
fucking history.” Meanwhile, the movie depicts China as being an absolute world leader. 
When every other nation pulls its people out of the war-torn African nation, China sends 
people in. “You think the American marines are the best in the world?” Feng asks. “That 
may be true, but where are they?” Why did Big Daddy praise Chinese military first and 
then tell Feng that “People like me will always be better than people like you!” All these  
Still 27: Feng is beating Big Daddy to death. Wolf Warrior II (2017). Source: baidu. 
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conversations are set up to let Feng say how powerful China is. This scene, which is 
supposed to the highlighting of the entire movie, is extremely depressing and prejudiced, 
including bloody fighting, killing and conversations. In Rambo: First Blood Part II 
(1985), Rambo (Sylvester Stallone) defeats an army to save his fellows, but at that time, 
their enemy was fully armed. Every time, Rambo’s killing is based on defending himself 
and his fellows.  And Rambo is not a perfect hero figure from the beginning, instead, he 
drifts from place to place. He is “Angered by horrible jail treatment that includes beating, 
Rambo escapes to the mountain where he further hones survival and warrior skills”, 
Rambo’s personal growth is trigged by the depressing situation (Boggs “The Imperial 
Warrior in Hollywood”). However, take a look at the situation in Wolf Warrior II: Feng, 
an ex-prisoner, who carries the duty as his officer mentions at the beginning of the film 
“With or without the uniform, his duty remains”. Living a peaceful like and being 
popular among locals and Chinese, somehow gets involved with the civil war. Yet after 
fighting with the European mercenaries and deadly disease, the Chinese warship has 
slayed all the mercenaries, leaving only Feng and Big Daddy confronting each other one-
on-one. The last fighting scene has no logical development, legality or necessity. If the 
characters are not in danger any more, why keep fighting and killing? At this moment, 
killing an enemy represents patriotism. Out of all the ways dealing with violence, Wu 
chooses the most primitive one: pure savagery. Moreover, the conflict in this scene is 
Feng’s narrative. There is a mixed sense of pride and inferiority: if, for the Chinese, what 
happened in history is “history”, why does Feng mention it over and over again in the 
movie? Why does the act of killing a Caucasian make Chinese audience excited instead 
of ashamed? One has to admit that Wu, as a director, is misleading audience. 
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The movie ends with Feng and his friends driving through a crossfire area, Feng 
holds up a Chinese national flag and waves it towards the African solders. The African 
solders yell to each other: “Hold the fire, they are Chinese”. 
 
What is wrong with promoting patriotism? 
The success of Wolf Warrior II is unexpected, and has no precedent in Chinese 
cinema under the new economic era. It indicates big changes in Chinese cinema in two 
different ways.  
Firstly, is the unbalanced development of the Chinese film industry. In recent 
years, the Chinese film industry is undergoing bubbles and overdevelopment. On one 
hand, the poor performance of Chinese movies relative to imports has increased demand 
for more domestic films. On the other hand, the decrease in production budgets and 
famous actors’ high salaries has resulted in numerous poorly made movies. Many of the 
actors, though attractive and idolized by the nation’s younger generations are 
underperforming in local movies and TV shows (搜狐网). Despite of the domestic 
movies’ poor performance relative to imports, the audience’s yearning of domestic films 
is growing. There are two reasons. First, the changing demographics lead to less interest 
in imported movies. Hollywood, and other foreign movies used to take part of the 
Chinese box office; according to the SAPRFT data, imported movies including 
Hollywood films accounted for about 51.7 percent of the total box office in China 2016 
(compared to 38.4 percent revenue share in 2015). The slight growth of imported movies 
(a majority of which are American) accompanies the decrease in box office of the 
domestically made movies. However, under the influence of urbanization and 
globalization, local cinema construction is pushing out into more provincial regions. 
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While more theaters are built in those so called “third-” or even “fourth-tier” cities, 
moviegoers want something different. They are eager to watch something more authentic 
to their Chinese experience, but with the characteristics of the Hollywood blockbusters 
they have recently been able to see. For example, when Ang Lee’s Crouching Tiger, 
Hidden Dragon (2002) made an international box-office triumph, it was considered one 
of the best Mandarin martial arts movies after the golden age of Kung fu movies. But 
comparing to its success in the US market – Crouching Tiger, Hidden Dragon was the 
very first Chinese film, includes movies made in mainland China, Taiwan and Hong 
Kong, that won ten nominations and four Academy Awards--its performance in mainland 
China was more than modest. The movie estimated a box office of US$1.5 million. 
Therefore, movies such as Crouching Tiger, Hidden Dragon, although they achieved 
commercial and artistic success, did not fit Chinese audiences’ aesthetic standard. 
Despite the traditional Chinese cultural elements and philosophy, they could not really 
see themselves in this movie. For Chinese audiences, it was a Western interpretation of a 
move they’d seen many times. In contrast, Wolf Warrior II satisfies this audience’s 
bizarre prospect of being a powerful nation. 
Secondly, Wolf Warrior II has created a unique Chinese style genre. It implies a 
shift of self-awareness in today’s China.  Although Wu, the director, claims that Wolf 
Warrior II is a military film, it is quite oblivious that the movie itself is a blend of Kung 
fu elements, the Hollywood action movie, and pro-Chinese propaganda. As mentioned in 
Chapter I, before Wolf Warrior II, for more than a decade, the most popular movies in 
mainland China were romances. Even though the Chinese martial arts used to be the 
favored action movie of the Chinese audience, they now appear to be bored with the 
beautifully shot Kung fu movies. Again, the failure of Crouching Tiger, Hidden Dragon 
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in mainland China is a typical example. In this movie, Chinese audience cannot see their 
new status, but an old interpretation of Confucius and the eastern philosophy. Thus, it 
seems that for the Chinese audiences, the traditional Kung fu movies demand a modern 
narrative in the new economic era., The traditional narrative can still be seen in Wolf 
Warrior II. Eng explains in his article, “Historically, the Hong Kong Kung fu/ action film 
has deployed a number of formal narrative elements. First, there is the death of the hero’s 
master or family member that the hero attempts, but is initially unable, to revenge. 
Second, there is a sequence in which the hero disciplines his body by learning the proper 
style of Kung fu are a secret technique that will expose the villain’s vulnerability and 
make possible his defeat. Finally, there is a showdown between the hero and the villain, 
in which the hero exacts this revenge in spectacular fashion” (Eng 564). All three 
elements can be found in Wolf Warrior II, but in a modern context. For example, the 
disappearance (or death) of his fiancée is the reason why Feng is living in this African 
country and it seems to motivate Feng’s revenge.  But eventually Feng defeats a deadly 
disease and a group of mercenaries. At that point, the character, Feng, has become a 
perfect hero for Chinese audiences, representing a “China-born” Rambo. 
But Feng is neither a Rambo nor a traditional Kung fu hero. As mentioned in 
Chapter I, Kung fu or martial arts movies start as a film genre in China in the 1930s, and 
Kung fu films became popular and successful after the 1949 Communist revolution when 
many Chinese were forced to leave mainland China.  Thus, the popularity and success of 
Kung fu movies is, as a matter of fact, an expression of the failure of being Chinese for 
those filmmakers who were forced to leave their motherland when social changes took 
place. For example, King Hu, the best-known Kung fu director, left mainland China for 
Hong Kong and used the mandarin movies as an occasion to explore China’s tragic 
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history of state corruption. In Cheng’s article, he argues that King Hu expresses his 
emotions in his works: “In a genre that spun out plots of private revenge and family 
loyalty, he elaborated political intrigues… He gravitated to the Ming dynasty, a period in 
which venal cliques plotted against one another and cooperated only to oppress the 
people. He tried to capture China’s confrontation with external invaders, like the 
Mongols and the Japanese, and portrayed the Ming as a period when Confucianism, 
Taoism, and Buddhism jostled one another” (Cheng 145). The genre of Kung fu films is 
nostalgic, a yearning for a traditional, powerful China that even the Ming dynasty did not 
really instantiate.  Like King Hu’s Kung fu films, the Chinese audience’s confidence in 
and prospect for a powerful China is why that such a poorly made Chinese film could 
achieve success in mainland China. As Rick Altman explains in his book “There is a 
sense, then, in which a film genre is both a static and a dynamic system. On the one hand, 
it is a familiar formula of interrelated narrative and cinematic components that serves to 
continually reexamine some basic cultural conflict: one could argue, for example, that all 
Westerns confront the same fundamental issues (the taming of the frontier, the 
celebration of the hero’s rugged individualism, the hero’s conflicts with the frontier 
community, etc.) … on the other hand, changes in cultural attitudes, [lead to] new 
influential genres” (Altman 564). In Wolf Warrior II, China’s frontier has expanded to an 
African nation, and Feng plays the role of a hero who encounters Africans, Europeans 
and Chinese. The cultural conflicts build up a fake world in which China has become the 
center and Feng represents its power and influence. 
Hence, it is reasonable that with Chinese economy booming, Chinese audiences 
would see a movie like Wolf Warrior II as one that fulfills their Hollywood-inspired 
expectations and functions as propaganda. It is a new Chinese narrative with confidence 
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and masculinity. During an interview, Wu says: “In the past, all of our movies were about, 
say, the Opium Wars—how other countries waged war against China. But Chinese 
people have always wanted to see that our country could, one day, have the power to 
protect its own people and contribute to peace in the world” (Osons). Also, Wu 
complains to Chinese media that the Chinese film industry has been taken over by the 
effeminate pretty boys, he intended to “inspire men to become real men, and encourage 
women to go for real men” (Petrus Liu “Women and Children First Jingoism, 
Ambivalence, and Crisis of Masculinity in WWI”). For Wu, Wolf Warrior II is a 
showcase of his interoperation of masculinity and power.  
In addition, social changes have result in WWII’s adjusting the Kung fu or martial 
arts film. In today’s Chinese society, with its combination of socialism and capitalism, 
the narrative in Chinese cinema has switched from seeking for identity under Western 
influence to a growing self-assertion in the new economic era. This narrative is not only 
speaking for the Chinese audience, but also for China itself. Wolf Warrior II benefits 
from its propagandistic and patriotic theme, which is in favor of Xi and CCP.  
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Chapter III 
China’s Rejuvenation in Wolf Warrior II 
Wolf Warrior II’s success in mainland China has drawn international attention in 
the media. Take an article from the New Yorker for example, the author, Evan Osnos 
starts his discussion of the China-U. S relationship with this specific movie: 
When the Chinese action movie Wolf Warrior II arrived in theatres, in July, it 
looked like a standard shoot them-up, with a lonesome hero and frequent 
explosions. Within two weeks, however, “Wolf Warrior II” had become the 
highest-grossing Chinese movie of all time. Some crowds gave it standing 
ovations; others sang the national anthem. In October, China selected it as its 
official entry in the foreign-language category of the Academy Awards. (36)  
 
Osnos later explains that some recent events might possibly be the reason behind 
Wolf Warrior II’s success. For instance, in 2015, China’s Navy conducted its first 
international evacuation, rescuing citizens from fighting in Yemen. Last year, China 
opened its first overseas military base in Djibouti, Africa. In addition, Wolf Warrior II 
was released at a special historic moment. In recent years, China has been involved with 
series of disputes with its neighboring countries. For instance, the Senkaku Islands’ 
dispute with Japan, the border dispute with India, and the South China Sea Arbitration 
with Philippines.  The common denominator of these disputes is that China claims its 
territory is occupied by these neighboring countries, and these disputes have inspired the 
Chinese citizens’ nationalism. Along with the Chinese government’s propaganda, 
Chinese media’s biased reporting on these events misled the public and let them believe 
that those foreign countries were trying to occupy China’s territories once again, as they 
had in the past. As mentioned in Chapter I, China had spent half a century carved up like 
a melon and colonized by Western powers and Japan. When the historical juncture 
combined with China’s rising economic and military powers, Osnos implied, the Chinese 
nation’s patriotism became chauvinism.  
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Still 28: Wolf Warrior II’s  premiere in Los Angeles, July 26, 2017.Source: 新华网 
Since the release of Wolf Warrior II, a tagline from the movie has been repeatedly 
promoted: “Anyone who offend China will be killed, no matter how far the target is 
(Chinese: 犯我中华者虽远必诛)”. It is on every news and review about Wolf Warrior II. 
At its premiere in Los Angeles, Wu and other crews even held up a giant Chinese 
passport to promote the tagline. 
 Wu’s successfully offending China's dignity and sovereignty in this movie. It 
seems that Osnos is right: all these recent events provide a perfect political environment 
and historic moment for patriotic movies like Wolf Warrior II. Politically, China is 
pursuing a larger role in the world and expanding its power in Africa. For most Chinese, 
instead of being the “sick men of Asia”2 as they were considered in the late past, hey are 
                                                
2. The phrase "sick man of Asia" or "sick man of East Asia" originally referred to 
China in the late 19th and early 20th centuries when it was riven by internal divisions and 
taken advantage of by the Westerns. 
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more than proud to be the type of Chinese which are portrayed in Wolf Warrior II. That is, 
strong, powerful, masculine figures. 
Osons explains this movie’s popularity because: “Wolf Warrior II captures a new, 
muscular iteration of China’s self-narrative, much as Rambo’s heroics expressed the 
swagger of the Reagan era.” However, nationalism alone is not enough to support a box  
 
Still 29: Feng showing his muscles. Official Poster from Wolf Warrior II (2017). 
 
office of nearly $900 million. As mentioned in Chapter II, Wolf Warrior II is far from a 
good movie. The story itself has many logical issues, the characters lack motivation and 
the Chinese are portrayed as both the friend and the antagonist of the Africans. Still, 
China selected Wolf Warrior II for its Academy Award foreign-language film submission. 
Despite its domestic success, it was not even nominated for best foreign-language film in 
March 2018. Apparently, this commercially successful movie does not fit the category of 
an artful, valuable movie in eyes of any other audiences except the Chinese. Hence, the 
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case study of this box office miracle in the new economic era, may yield insight into 
China’s current tastes and interests. 
 
The Transformation of Social Class and Consumption.  
The success of Wolf Warrior II is not an accident but a result of the Chinese 
economic boom. The imbalance between economic development and cultural 
development has caused a dearth of good films in mainland China, and hypothetically 
provided millions of viewers for movies like Wolf Warrior II.  
The Chinese people’s education level and aesthetic standards are not matching the 
speed of economic development. After nearly thirty years of isolation, the Economic 
Reform in l978 allowed China to be open again both economically and diplomatically. 
The policy, due to its “openness” also introduced Western culture and imported foreign 
goods to Chinese. However, until the 1990s, based on a government census,  
Mianyang, Sichuan, China, a Shanzhai coffee shop 
 (Mianyang is a third-tier city in China). Source: baidu. 
approximately sixty percent of the Chinese population were living in rural areas. On one 
hand, the new economic system provided more working opportunities for the rural 
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population. On the other hand, their pursuit of work in cities and of a metropolitan 
lifestyle changed the traditional agricultural economy and the equilibrium of the social 
fabric.  
Urbanization is reshaping both the physical environment and the cultural fabric of 
China (Seto, Karen. “What Should We Understand about Urbanization in China?”)  As  
mentioned in Chapter I, like the characters in Ermo and Not One Less, when residents 
from rural areas decided to move to bigger towns and cities, they were forced to accept 
the urban cultural differences and different lifestyles. The brisk urbanization in the 1990s  
left imbalances in education, culture, and economy between cities and rural areas. As a 
result, new cultural, social class, and consumption patterns have formed during the 
process of urbanization and globalization. 
Yet for a long time, while China has been criticized regarding the rapid and 
unbalanced urbanization process and related social problems such as pollution and 
population, the cultural issue has been overlooked. The transformation of economy and 
social class led to a new pattern of consumption. In addition to the government’s 
censorship and propaganda, new cultural phenomena are influencing the public’s 
aesthetic values and mentality. But the cultural phenomena tie closely to the consumption 
patterns of the Chinese market. For example, the copycat culture, known as Shanzhai, is a 
result of Shanzhai products. Shanzhai culture has been taking root in the Chinese nation 
for over two decades, and is one of the psychological explanations of the popularity of 
Wolf Warrior II. 
Shanzhai (Chinese: 山寨) refers to counterfeit consumer goods, including 
imitation and trademark infringing brands, particularly electronics, in mainland China. 
The metaphor Shanzhai comes from a classic Chinese novel: Water Margin (Chinese: 水
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浒传) and refers to the mountain stockades of regional warlords or bandits, which 
function outside official government control. In modern China, Shanzhai can also refer to 
people who are lookalikes, low quality or knock-off goods, and cultural and 
entertainment imitations (Jiang L “Counterfeits or Shanzi”). 
Culturally, the success of Wolf Warrior II is a perfect example that demonstrates 
how the development of Shanzhai products has become a cultural phenomenon, and 
eventually impacted the public’s mentality. A decade ago, before Wolf Warrior II, a low 
budget movie called Crazy Stone (2006) achieved an unexpected box office, known as 
the very first copycat movie in China. It was shot in a very Shanzhai style: rapid cutting 
and multi-angle shooting which are usually used in Hollywood action movies. It is a 
copycat version, and remake of Lock, Stock and Two Smoking Barrels (1998). At that 
time, most Chinese audiences recognized it as a Shanzhai film and enjoyed its grassroots 
setting along with its hilarious plot. Yet we can say that the perception of Shanzhai films 
has clearly changed when nobody suspects Wolf Warrior II as a Hollywood copycat. It is 
explicable that Chinese audiences were feeling good while watching this film. There is a 
sense of humor, friendship, family bonds, blending with lots of action scenes; and almost 
30% of the conversation is spoken in English. It is a successful combination of action 
films and nationalism. But besides all these elements, it is still a very obvious Shanzhai 
film similar to Crazy Stone.  
Therefore, Wolf Warrior II’s success illustrates that Shanzhai products have not 
only become deeply rooted in a consumption pattern, but also in artistic practices 
nationwide. Back in the 2000s, people considered Shanzhai products as “cheap” and 
“funny”. Due to the similar appearances or logos, many people had the experience of 
buying Shanzhai products unintentionally. However, with the growth of imitation 
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electronics manufacturers, Shanzhai now not only refers to those low-quality products, 
but to both the economic and ideological landscape.  For example, there are Shanzhai 
events including the Shanzhai National Spring Gala, the Shanzhai Nobel Prize; Shanzhai 
TV shows, Shanzhai movies and even Shanzhai celebrities. Shanzhai represents Chinese 
culture in the new economic era and is now an ideal synthesis of aesthetic values and 
market demands. Unlike today, wearing a Shanzhai shirt a decade ago could be 
embarrassing, not something to be proud of. Yet with years of development, the copycat 
culture has been broadly accepted. Ironically, people do not recognize the word Shanzhai 
as representing poor taste any longer. Along with Wolf Warrior II, most of the best-
selling Chinese movies in recent years are remakes of Hollywood movies, mimicking 
characters, locations and even plots from foreign movies. Such as a series of remaking 
Hollywood movies including Planes, Trains and Automobile Sleepless in Seattle (1993) 
and The Social Network. However, the critics of these recreations cannot stop Shanzhai 
movies from achieving success in mainland China.  
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Logo: Chinese local car brands V.S. famous brands. Source: author made. 
Alone with the Shanzhai culture, a social class called Diaosi has appeared in 
China over the last decade. “Diaosi” (Chinese：屌丝) literally means “losers.” The term 
Diaosi became popular online virtually overnight. It refers to young men with few 
prospects who live with their parents and spend most of their free time and what little 
disposable income they have online; but lately the term has evolved to encompass more 
of the Chinese population. A survey conducted by the Internet giant Sohu, found that 64, 
81 and 70 percent of Chinese citizens in their 20s, 30s and 40s, respectively identified 
themselves as diaosi (Song, Sophie “Chinese 'Diaosi' May Have More Purchasing Power 
Than the Nation's Super-Rich.”).  
Together, Shanzhai products, the copycat culture, and the new Diaosi 
phenomenon demonstrate the social transformation in Chinese society in the new 
economic era. They are the results of the inequality between economic development and 
cultural development in today’s China.  The success of Wolf Warrior II in 2017 provides 
a perfect model of how Shanzhai culture has developed in mainland China in terms of 
culture and ideology. After its release, Chinese audiences went crazy for its patriotic 
theme and the optimistic representation of the Chinese military, but ignored that it was 
only a copycat version of Hollywood action films.  Nobody considers it as a “Shanzhai” 
product and the Chinese were proud enough to send it to the Oscars. A Chinese Critic 
Zhang Chuan even praises it as “a decent Chinese film in visual effects, storytelling, 
action scenes…comparable to Hollywood’s in terms of these aspects.” (Zhang Chuan 
“Wolf Warrior II Is the Best We Can Do”). The director, Wu, has been compared to 
Sylvester Stallone as they both are action actors writing, directing and starring in their 
own films. 
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Although the copycat culture and Shanzhai products have contributed enormous 
energy and vitality to grassroots Chinese culture in the new economic era, it displays how 
aesthetic experiences can be affected by totalitarianism, and eventually impact a nation’s 
behavior and aesthetic standards. At this point, the aesthetics and emotion of today’s 
Chinese audiences are not moderate feelings of pleasure, but a bizarre amusement in the 
celebration of the cheesy. When the entire nation is celebrating for a movie like Wolf 
Warrior II seriously, it is a real-life version of Emperor’s New Clothes. In the past two 
decades, Shanzhai products have formed this rare consumption pattern in mainland China, 
and eventually resulted in the popularity and common acceptance of copycat culture. The 
Chinese public’s admiration of Wolf Warrior II proved the progress. 
  
Transformation from Shanggan Ridge to Wolf Warrior II 
The one-party system and the government’s control of the cultural industry has 
influenced the Chinese film industry for many years. As mentioned in Chapter I, 
propaganda films were at one point the only genre in Chinese cinema. Wolf Warrior II 
follows the characteristic patterns of the classic propaganda films and successfully jars 
the Chinese audience’s memory. In general, Wolf Warrior II keeps most important 
elements from the patriotic war movies of the 1950s, and it evokes Chinese audiences’ 
passion from those old, patriotic films. Moreover, it displays the transformation of 
Chinese propaganda films in the new economic era.  
Take another look at Shanggan Ridge (1956), a classic patriotic film which 
inspired a whole generation. Shanggan Ridge is based on a real battle during the Korean 
War (1951-1953). 
 63 
 It tells a story about how the new established PRC, still coping with the trauma of 
domestic strife and foreign aggression and under dreadful economic conditions at that 
moment, nonetheless won the key battle of Shanggan Ridge. The film starts in the fall of  
     Still 30: Shanggan Ridge, (1956) Source: douban.com. 
Still 31: Wolf Warrior II (2017). Source: douban.com 
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1952, when the American troops suddenly launched a massive attack at the border 
between North Korea and South Korea, and attempted to occupy the strategically 
 important spot, Shanggan Ridge and Mount Wusheng (Triangle Hill). Zhong Guofa, a 
company of the Chinese Volunteer Army, was assigned to guard Shanggan Ridge. Their 
mission was to pull the enemy’s force away so that the Chinese main force would be able 
to defeat the enemy. The Chinese army was poorly equipped, and short of food, water 
and other supplies. On the first morning, Zhong and his soldiers were attacked by their 
enemy thirty-three times. Despite their weakness, Zhong and his fellows fought hard and 
succeeded to hold the spot for twenty-four days; eventually they helped force the U.S. 
government back to the negotiation table (Rojas, Carlos and Cheng 252). The film 
Shanggan Ridge portrays a group of Chinese soldiers who fought through the  
Hardship with courage, perseverance and determination; they defended Shanggan Ridge 
with their bodies and blood and became legends (Ecker “Showdown on Triangle Hill”).  
It is not difficult to tell that there are details from Wolf Warrior II that are similar 
to Shanggan Ridge. For instance, the leading female character in Shanggan Ridge is a 
nurse, which is common in films made in the 1950s. In Wolf Warrior II, the character 
Rachel inherited this role that represents women’s contribution and self-sacrifice; on the 
other hand, she shows the development of a modern China, having been upgraded to a 
mixed-race, independent doctor. In addition, consider the shots of the Chinese national 
flag. The repeated close-up shots of the Chinese national flag in Shanggan Ridge have 
been replaced by the final flag-waving scene in Wolf Warrior II when Feng put the flag 
on his arm, and waved it towards the unnamed Arican army. Yet the most important 
comparison is that both movies take place in a foreign country, and in both, China plays a 
role of helping the other country. In Shanggan Ridge, the Chinese army troops with their 
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North Korean allies together move ammunition and supplies, and fight with same 
enemy—the U.S., while in Wolf Warrior II, the Chinese are not only fighting with the 
African people side by side, but also becoming their saviors.  
Second, a movie like Shanggan Ridge and Wolf Warrior II serves as more than a 
movie or an entertainment in China, but as a political tool. Over the decades, propaganda 
movies made in the 1950s have been a must-see for Chinese elementary school students, 
in order to provide younger generation with a patriotic education, not to mention those 
who are older and still keep the memories from the war. For Chinese audiences, the habit 
of watching patriotic films has been ingrained since their childhood. The first impressions 
from these movies are long lasting and potentially weaken audiences’ judgment of the 
quality of Wolf Warrior II. In other words, as a result of long-term patriotic education and 
brainwashing, the familiar characters, settings and themes in the movie play a very 
important role: it allows Chinese audiences to ignore many of the logical mistakes, 
infatuated with its patriotism.   
Therefore, the success of Wolf Warrior II indicates the transformation of Chinese 
propaganda films. In this upgraded version, China is no longer on the weak side, 
achieving a surprising victory. Instead of a lack of supplies, China has a battleship in 
Africa and is able to save all the citizens of the unnamed country. The old, revolutionary 
spirit of fearlessness is replaced by macho masculinity. With virtual effects and new 
technology, Wolf Warrior II successfully depicts a more exciting story combined with a 
graphic portrayal of fighting and killings and a range of stereotypical Chinese characters. 
The sympathy for the poorly equipped Chinese soldiers we see in Shanggan Ridge is 
replaced by unearned pride in being Chinese today. Hence, both movies serve the same 
purpose: enhancing patriotism with heroism, but rather than an actual battle in Shanggan 
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Ridge, Wolf Warrior II is about a made-up one. It has little historical or practical 
significance. Shanggan Ridge, presumably has sympathetic characters and depicts the 
North Koreans as noble allies; while in Wolf Warrior II the Chinese characters are bullies 
and the film depicts the Africans as buffoons. 
 
The Transformation of Narrative in Wolf Warrior II 
As mentioned in Chapter I, in the past, a common theme in Chinese movies has 
been that of seeking for identity. Movies made within the three regions--mainland China, 
Hong Kong, and Taiwan--all share this theme. Before romantic movies became popular, 
Kung fu movies were used more as voices and expressions of nostalgia. For a long time, 
the Kung fu film was a combination of mythical Chinese traditional culture and escapism 
for a broken society. Later on, during urbanization and globalization, the driving forces 
behind the change of narrative and films genres were filmmakers’ apprehensions about 
the growing Chinese society. 
As a consequence of the unstable political environment and unbalanced 
development between urban and rural areas, there were a lot of opportunities in the 1980s 
and 1990s for filmmakers to explore their confusion and uncertainties. Although there are 
many different stories, there is usually a concern for class and identity in Chinese films of 
that period, as in Zhou Xiao Wen’s Ermo, discussed in Chapter One. When more and 
more Chinese mainlanders sought better opportunities in Hong Kong, Peter Chan, a 
native Hong Kong director, made his masterpiece, Comrades, Almost a Love Story. 
Meanwhile, the Tiananmen Incident in 1989 disappointed the entire Chinese nation and 
set up more political instabilities and tensions. The Mainlanders, the Hong Kongese and 
the Taiwanese were all eager to seek lives overseas. In Lu’s book, the author writes about 
the immigrants in Chinese films, “It is tragically clear that the freedom of travel and 
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residence for the Chinese migrant comes at a high price, sometimes at the cost of life 
itself” (Lu and Yeh 306). Consequently, using visual motifs to delineate the life of the 
new generations and immigrants in the U.S. became a major focus in the 1990s’ films. 
Such as Stanley Kwan’s Full Moon in New York, (1990); Sylvia Chang’s Siao Yu, (1995) 
and Ang Lee’s early works Pushing Hands (1991), Wedding Banquet (1993). These 
movies are reflections to the 1990’s social changes. 
Notably, however, the narrative of seeking identity has completely disappeared in 
Wolf Warrior II. Instead, it is a narrative that speaks of fantasies of as a savior., This 
narrative has no creativity, only borrows the from the West’s colonial history. This 
narrative is far from depicting china in a new and positive moral light, but speaks for 
Wu’s personal reorganization. All the characters in this movie talk with same tone and 
their strange behaviors are to demonstrate China’s power. For example, when Feng and 
Rachael escape from the hospital and drive together, Rachel decides to call the U.S. 
embassy, but the answering machine at the US embassy contains the message that “the 
embassy has been closed”. This scene satisfies Chinese audience’s nationalism by this 
strange setting: while Chinese navy is arranging the evacuation and saving people, the US 
embassy is closed for no reason. And Rachel then “@their twitter account” to inform the 
US embassy people are in danger. Now who is the superpower here? Comparing to 
Chinese navy and its warship, the best a US citizen can do is to at their embassy’s twitter. 
Then Wu’s narrative goes on to criticize Europeans and Americans for ruining Africa, 
while China is bringing investment and humanitarian assistance. Yet little has Wu 
realized, in order to depict a rising China, he succeeded in making an image of a 
colonized Africa. Later after Rachel has cured Feng, the two are walking around, and 
Rachel says, “Man walked out of Africa 100,000 years ago, Africa is the cradle of 
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modern civilization. When the ‘evolved, civilized’ humans returned to this land, they 
brought along with them nothing but suffering”. One similarity that Rachel shares with 
other character is that her mouth is not her own mouth, her lines are Wu’s personal 
expressions and understanding to today’s international relations.  
Meanwhile, rather than the innocent peasants or hopeless immigrants of recent 
past Chinese films, Feng and other Chinese characters in Wolf Warrior II represent a new,  
Still 32: Crouching Tiger, Hidden Dragon (2000). Source:  movie. douban.com1301168 
 
confident Chinese imperialist. They are doing business in a foreign factory and have 
imported their own weapons and security force. As Feng says in the movie before he kills 
Bid Daddy: “that’s fucking history,” referring to American exceptionalism. Thus, the  
film’s portrayal of China as a father figure in Africa, which helps Africans get away from 
bad foreigners like Europeans and Americans is clear a reflection of Chinese expectation 
of their international status. They are eager to be treated as first-class citizens in the world. 
Likewise, it is not a coincidence that amid numerous romantic movies and Hollywood 
blockbusters, only Wolf Warrior II created a box office miracle. For Chinese audience, 
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Kung fu is a combination of body and mind; it is a perfect way to express their voices. As 
mentioned in Chapter I, the most successful Kung fu movies in recent years were 
Crouching Tiger, Hidden Dragon (2000) and Hero (2001) from the 2000s. When Ang 
Lee explained his motivation behind Crouching Tiger, Hidden Dragon, he said “The film 
is a kind of dream of China, a China that probably never existed, except in my boyhood 
fantasies in Taiwan. Of course, my childhood imagination was fired by the martial arts 
movies I grew up with and by the novels of romance and derring-do I read instead of 
doing my homework. That these two kinds of dreaming should come together now, in a 
film I was able to make in China, is a happy irony for me” (Berry 323). Crouching Tiger, 
Hidden Dragon is an expression of inner strength and centeredness. Ang Lee, a 
successful Taiwanese director who works mostly in the U.S, effected a slight shift while 
telling a martial arts story. It is not about fighting and kicking, but “The people are 
expressing where they are, their ambiguities and ambivalences, the conflicts they feel. In 
most of the fights in this movie, they can’t fully fight, because emotionally they are torn. 
So, the fighting is a way of thinking and feeling and relating.” (Lu and Yeh 225). This 
movie is a perfect blend of global entertainment and the development upon traditional 
Chinese martial arts movies. Lee’s impeccable understanding of the notion of identity 
made Crouching Tiger, Hidden Dragon a successful movie which embodied the most 
basic inner contradictions of globalization, namely, the push and pull between the local 
and the global. 
 Hero (2002), on the other hand, known as the first Chinese blockbuster, is a 
milestone in Chinese cinema history. Unlike Crouching Tiger, Hidden Dragon’s limited 
success, or Wolf Warrior II’s popularity only in mainland China; Hero gained a 
reputation both domestically and internationally. It was also nominated for the best 
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foreign film at the Academy Awards. Although it was Zhang Yimo’s first martial arts 
film, he still follows the authentic rule strictly as other directors did— avoiding too much 
 fighting and killing, and instead translating the martial arts and violence into 
poetic scenes. In Hero, from the beginning, the story is very clear—it is all about killing a 
Still 33: Hero (2002). Source: movie.douban.com/photos/photo/2303797069 
 
person. But instead of showing audiences repeated fighting and killing, Zhang exploits 
color to expose the meaning of fighting. The conflict between characters are not 
represented with violence. Instead of blood, red is a clichéd signifier of unrestrained 
passion during the fight. Also, he argues that fighting is for peace, not for individual 
revenge. Moreover, Zhang’s narrative in Hero speaks of self-awareness. There is a 
combination of confusion, ambition, and recognition about Confucian culture. In fact, the 
relative nonviolence of the Kung fu movies account for a big part of the strong appeal to 
international audiences. That is the reason why both Crouching Tiger Hidden Dragon 
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and Hero are beautifully shot and visually spectacular. Yet Wolf Warrior II offers only 
gore; it is not well shot, not anything for spiritual retrospection.  
Yet in Wolf Warrior II, the two sides, Feng and Big Daddy, fight violently. In 
order to prove “that’s the fucking history”, Big Daddy has to die. Rather than realistic 
people, they are more like blood-thirsty animals. Unlike the constant fighting scenes in 
Wolf Warrior II, violence is incidental in Lee and Zhang’s films. Although the two 
directors are from different backgrounds, they showed similar comprehension to fighting: 
the representation of fighting is to depict the essence of Confucianism, expressing poetry, 
philosophy and a foreshadowing of Zen, with uncertain and provocative endings. These 
directors’ narrative serves blend masculine martial-arts adventure together with Western 
notions of psychoanalytical character development. Audiences are able to see that the 
characters are sublimated in the end. Martial arts have consistently been used as a tool for 
Chinese filmmakers to investigate the transnational narrative under different eras.  The 
fight scenes are for the purpose of ultimate inner peace.  
However, Wu lost his voice in Wolf Warrior II when he attempted to show Feng’s 
individual strength, and China’s power, in the fighting scenes. Each fighting scene leads 
to another hostile conflict.  It is too plodding without real artistic merit. Wu’s narrative 
only speaks for China’s international standing and prestige. The film itself is an evidence 
of China’s seeking of superpower. Joesph Nye coined the three primary sources of “soft 
power” are culture, political values and foreign policy (Nye “Soft Power”). In both of 
Zhang’s and Lee’s movies, their martial arts are elements that dislodge the historical tale 
from its “spatiotemporal context by creating virtual images, characters, narratives, and 
ideologies” to presents a virtual idea of soft power (Zhu “Virtually, Nationalism, and 
Globalization in Zhang’s Hero”). But Wolf Warrior II breaks the old virtual idea of soft 
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power, “With the phenomenal growth of its economy, China has developed a voracious 
appetite for natural resources, oil, metals, and everything else that Africa is an abundantly 
endowed with. The ideological considerations were hastily jettisoned, to be replaced with 
hard-nosed pragmatism” (Rohr-Garztecki M “Crouching Tiger, Hidden Dragons”). Much 
of Wolf Warrior II’s larger context is a China’s rising in the world, and its presence in 
Africa is predicated on the search of natural resources. The Chinese factories, African 
workers and Chinese navy are only replacement of the US presence.  
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Conclusion 
To conclude, the success of Wolf Warrior II illustrates a new shift in Chinese 
society in culture and politics. 
First, the development of film industry is a reflection of its economic growth in 
terms of cultural constructions and ideologies. China has become the second largest film 
market in the world, according to data from the SAPPRFT (Sate Administration of Press 
Publication Radio Film and Television), China’s box office has reached to US$8.4 billion 
in 2017, comparing to 2016, there is a 22.3% growth in total. Meanwhile, a total of 9,597 
new screens were added in mainland China 2017 (Zhang “Cinema Box Office in China 
Back to Growth”). In other words, domestic movies like Wolf Warrior II have pushed the 
growth of the entire Chinese film market.  
However, although this movie has achieved huge success in mainland China, it 
failed in the international film market. Released in fifty-three theaters in North America 
on July 28, 2017, till October 5, 2017, Wolf Warrior II has only reached US$2.7. Its 
failure reveals a fact: the development of China’s film industry does not equal its 
economy boom. In the past ten years, before Wolf Warrior II, the highest-grossing films 
in mainland China were still Hollywood movies such as Transformers series, Furious 
series and the Marvel movies. Most successful domestic movies were romantic comedies 
and more or less, followed some details from Hollywood movies. Same as these movies, 
Wolf Warrior II follows the trace of Hollywood action movies and borrowed the 
superpower fantasies.  
An American critic says: “Wolf Warrior II is for anyone who wishes more 
modern action movies were like bad Rambo rip offs, only minus Stallone’s charms, and 
amplified by Michael Bay-levels of soul-dead military/gun fetishism. Jing will get your 
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blood up, but not in a good way” (Simon Abrams “Review WWII”). Popularities of films 
are reflections of audience’s expectations. As the only people who enjoyed this movie, 
Wolf Warrior II confirmed with Chinese audience’s expectations and satisfied their 
dream of rejuvenation. Back in the 1990s, China, many of Zhang Yimo’s works were 
criticized as distorting a “real China” which showed an under developed, third-world 
image to the Western world.  In Lu article, the author explains that “What Zhang is 
producing is rather an exhibitionist self-display that contains, in its very excessive modes, 
a critique of the voyeurism of orientalism itself…this exhibitionism—what we may call 
the Oriental’s … In its self-subalternizing, self-eroticizing visual gestures, the Oriental’s 
orientalism is first and foremost a demonstration—the display of a tactic” (Lu and Yeh 
97). In the 1990s, Zhang’s interpretation in these films were reflections of China’s social 
issues while Chinese society was undergoing urbanization and globalizations. 
Furthermore, the third-world image narratives helped him gain international success 
because he showed the Western world a real China. 
On contrary, Wolf Warrior II portrays nothing about Chinese social issues but two 
stereotypes for Chinese audience: a Hollywood style hero which they have seen over and 
over again in the past, but only in American films. An image of a poor, 
underdevelopment, pro-China African country, which matched perfectly with the 
education and information they received from media. The story of Chinese superhero 
saving a third-world country is a reflection of China’s growing confidence and 
assertiveness in Xi’s era. The success of Wolf Warrior II also illustrates the growth of 
financial benefits in Chinese film market. As for filmmakers, they do not have to please 
Western audience, and to draw international attentions. Wolf Warrior II has already told a 
fact with its box office miracle: China is the biggest market. What follows Wolf Warrior 
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II is a profitable market of propaganda films. Earlier this year, a new patriotism movie 
called Operation Red Sea (2018) received US$ 582 million with a budget of US$ 70 
million. The movie is based on the Chinese evacuation of 600 Chinese citizens and 225 
foreigners during the civil war in Yamen, 2015. It is currently the second-highest- 
grossing film in China. Same as Wolf Warrior II, an elite of Chinese naval solders battles 
terrorists in Africa with a tagline: “The determination of our mission is to let the terrorist 
organization know that a Chinese can’t be hurt!” (ORS). 
Still 34:Operation Red Sea (2018), Source: douban.com/search?q=红海行动 
Second, while these propaganda films are fulfilling Chinese audience’s 
expectations and government’s propaganda, the construction of its narrative about 
China’s presence is based on the striking and disturbing readings about gender, race and 
international relationships. This narrative’s damage to the public has been overlooked. 
Take a recent event as an example. In Feb 2018, at China’s biggest TV gala (which is a 
tradition to celebrate the Chinese New Year), a Chinese actress appears in black face and 
exaggerated buttocks during a comedic skit. She walks on stage carrying a fruit plate on 
her head and is accompanied by what is thought to be have been a black actor in a 
monkey suit, also carrying a basket on his back.  
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Still 35: The skit from Chinese New Year Gala, (2018), CCTV. Source: baidu.com 
This comedy appeared on the national gala to celebrate the Chinese-African ties 
due to recent Chinese investments in African. The entire skit opens with dozens of 
African dancers, alongside antelopes and a lion, dancing to the tune of Shakira’s “Waka 
Waka”, all rejoicing over the opening of the China-built Nairobi to Mombasa Railway. 
Later, a group of Kenyan train attendants joined the show with a female lead, a Gabonese 
actress who spoke fluent Mandarin. The skit is about the African attendant refuses to get 
married but “want to study in China and live like a Chinese” (author translation). The skit 
shows Chinese audience’s expectations in race, colonialism, gender and international 
relationships. The cultural depictions of Africa and the narrative of China’s rising are 
simply borrowed from the older era of European colonial history (Liu and Rofel). The 
nationwide celebration of China’s rising and expending in Africa is a failure of Chinese 
nation. 
Throughout the research and reading on Wolf Warrior II, it is a matter of fact that 
this film created an image of a powerful, hopeful, new China. Yet it actually took 
advantage of Chinese audience’s patriotism and distorted their enthusiasm into racist and 
colonist. For most Chinese, they do not see any of these problems in Wolf Warrior II, but 
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satisfied with their expectations as the first-class citizens in the world. With more and 
more propaganda films being made in mainland China, and together with Chinese 
audience’s mentality and chauvinism, the role of these propaganda films only benefits 
China’s ambitions.  
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